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STAGED LIVES: 
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GAY WIND BAND CONDUCTORS IN THE MIDWEST 
 
RUSSELL JOHN HOUSER 
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This study investigates how identity construction of lesbian, bisexual, and gay wind band 
conductors in the Midwest was complicated by stigma and compulsory heterosexuality. 
The study was motivated by three research questions that considered how environment 
shapes identity, how agency shapes identity, and how, upon reflection, band conductors 
describe their identities. Extant research on the subject of LGBTQIA+ band conductors 
identity included discussion of music teacher identity; however, there was no detailed 
examination of lesbian, bisexual, or gay identity construction of conductors. In this study 
I identified stigma and how these conductors subsequently managed their identity in 
response, while in a position power as well as a position of vulnerability. Additionally, I 
examined the social environment and the interpersonal relationships with their 
instrumentalists to understand how these conductors defined themselves in relation to 
their environment and others in that environment. In order to understand these self-
definitions, I interviewed each conductor three times, in a semi-structured format, that 
moved from general background to specific reflection on their work. The interviews were 
transcribed, and portions that were representative of the conductors, were extracted and 
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edited to include non-verbal details. These extracts were analyzed used positioning theory 
analysis to precisely identify how conductors deployed language to describe themselves, 
events, interactions, and others, directly, indirectly, spatially and temporally. These 
analyses showed how conductors managed identities while focusing on the welfare of 
their musicians through caregiver, observer, actor, and activist identities. Additionally, I 
found stigma and compulsory heterosexuality limited interactions of these conductors 
with their musicians which was stressful to the conductors. Finally, I considered ways 
that LGBTQIA+ conductors and students may be able to break some of the silence in 
music education through formal opportunities at NAfME conferences through 
performances by LGBA bands and research by LGBTQIA+ educators. Additionally, I 
considered future research questions regarding how much homophobia and compulsory 
heterosexuality do music educators tolerate until it becomes a point of resentment, how 
bands fare with success if programs rebalanced co-equally between musical development 
and personal development, and finally how might experts include personal development 
to their students during band development on the podium. 
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Chapter I – Introduction 
 
Identity Formation: My Story as Springboard for Inquiry 
 I learned an acoustic orientation to the world from my father, who lived with total 
blindness. As a young boy, I was consumed with music from the time I learned to make 
sound on a trumpet in my public school’s instrumental music education program. Before 
playing the trumpet and later the French horn, my earliest musical influences came from 
listening to country music with my father, participating in congregational singing in a 
Restoration Movement Christian church with my mother, and hearing popular music of 
the 1970s. After hearing my first classical recording—Rimsky-Korsakov’s 
Scheherazade—I knew I wanted to be more involved in making music and that I wanted 
it to be personally meaningful. At about that time, I blossomed as a hornist thanks to a 
very excellent teacher, and I participated in PMEA county, district, and regional bands. 
Robert Zellner (Gettysburg College) was my first festival conductor. I remember sitting 
in the middle of the band experiencing, again, the power of music via “Elsa’s Procession 
to the Cathedral” by Richard Wagner, “Variations on ‘America,’” by Charles Ives, and 
“Twelfth Street Rag,” by Pee Wee Hunt. I was inspired to watch Hugh Wolff conduct the 
local symphony orchestra. Later, at the University of Massachusetts at Amherst, I was 
privileged to perform under Malcolm Rowell. These talented men, and later women, 
especially Marin Alsop in her recording of Samuel Barber, helped shaped my musical 
understanding. However, more than anything as a youth, I wanted to be a band conductor. 
 At age 16, the best available opportunity to begin conducting was to form an a 
capella women’s quartet at my church. I loved the distinctly beautiful timbre of the 
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women’s voices and the simple harmonies of traditional simple strophic hymns. 
Additionally, the social company of women was drastically less threatening to me than 
that of men. The women were gracious as I explored gesturing to shape tension, release, 
tempo, and dynamics. While the congregation appreciated the group’s performances and 
musical selections, this first public attempt to be a conductor made me significantly more 
aware of social rules related to identity—both overt and unspoken—than I had previously 
ever considered. 
 I was on the verge of comprehending I was gay, even though my church and 
home upbringing provided no choice but heterosexuality. Then I learned from the youth 
minister that another boy came out, and I was bewildered. The boy seemed reasonable: I 
did not observe him burning “in lust” for other men (King James Bible, 1769/2000, 
Romans 1:27) or laying “with mankind, as with womankind” (King James Bible, 
1769/2000, Leviticus 18:22). However, I silently watched the church leadership, and 
many congregants coordinate a response of prayer groups and talks with the boy and his 
family. Bewilderment turned to fear. If the response to a 17-year old part-time attendee 
coming out was a coordinated quick-reaction prayer force, the church and my mother 
would have exploded if I came out. The result of this experience for me was a deep 
retreat into my closet. I feared questions about my sexual orientation because I was one 
of the boy’s friends, and I loved music as he did. Also, I lisped, I was not masculine, and 
I related to women better than men. The realization that my identity was contrary to 
institutional and religious rules and was publicly on display every time I conducted the 
quartet led to years of shame, fear, self-deception, and hiding, affecting me today. 
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 Religious rules were in place in my home as part of my mother’s steadfast 
dedication to the church, and pronouncements from the Bible were routine. Additionally, 
the second set of behavioral expectations came from my father and my older brother. 
They assumed that I would be interested in the same things the boys in my dad’s family 
were such as hunting, fishing, farming, mechanics, and agriculture. When I displayed no 
interest in any of those activities, I became the object of scorn, and a familial bifurcation 
began, with my dad and brother teamed up against my mom and me. This split house, 
with two sets of rules—one from each parent, enforced erratically—did not support either 
child well. Instead, it created a developmental space that was irrational and destructive. 
I could not explore my identity because no place I knew was safe or capable of 
affirming anything other than Christian heteronormativity— this inability to explore led 
to decades of anxiety, depression, and dysregulated behavior. The only relatively safe 
spaces for me to explore my identity were at school through academics and in the realm 
of music. Eventually, my musical identity became my only identity, and it provided the 
escape from the pain caused by home, church, school, and—honestly—myself. 
Conducting, then, may have been the only means to control something in my life and the 
chance to make something beautiful in an ugly world. Music was enough of a Band-Aid 
for me to make it through high school until I found a way to independence: I enlisted as 
an active duty hornist in the U.S. Army. 
Army service included only one set of clear rules, with more definite and 
immediate consequences. Although I escaped both church and my mother, exploration of 
sexual orientation was risky. In 1987, homosexuality was “incompatible with military 
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service” (Department of Defense Directive 1332.14, 1982), and disclosure resulted in 
separation. I embraced physical fitness and military norms, and I attempted to obfuscate 
unmasculine behavior. I did this by dating women, continuing my religious associations, 
and being a workaholic through events such as military competitions, e.g., Soldier of the 
Year, on my installation. 
When my enlistment ended, I began undergraduate studies in Music Education at 
UMass – Amherst, and I continued military service with the National Guard to help pay 
for school. I was overwhelmed by the open social and political expression of the LGBA 
students in 1990, and I could not process the information effectively. Early in my second 
semester at UMass, I had a complete meltdown during a private horn lesson. My loving 
teacher escorted me to mental health services, where a therapist helped me come out. 
After I graduated, my personal goal was to live simply by focusing on the horn 
and staying fit. The Army was a direct path to that goal. Department of Defense (DoD) 
policy improved in 1994 with the implementation of “Don’t Ask, Don’t Tell” (DADT), 
but the outcome was still the same: I could not be out. The risk was acceptable, and I was 
secure enough to do what I had to do to survive. Shortly after I reported for duty, my 
barracks roommate confronted me about my sexuality, and I aggressively squashed his 
charge. I quickly started studying regulation and doctrine to leverage military knowledge 
and accomplishment, which I thought masked my gayness. This approach to living lasted 
about ten years, during which I found peace through both running and horn. Two key 
events happened also happened during this period. First, I met the kindest and sweetest 
man who supported my goals and moved with me from assignment to assignment. 
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Second, one of my commanders encouraged me to consider applying for the Army 
warrant officer bandmaster program, so I pursued conducting again. 
After study and practice, I won an audition for training as a warrant officer 
bandmaster. In the six-month course that followed, I learned better podium and 
organizational management skills. However, during this training, I felt the U.S. Army 
Training and Doctrine Command (TRADOC) regulatory guidance for a task-oriented 
training environment: that guidance discouraged emotional honesty. Students 
demonstrated success by a technical capability that was paramount over emotional 
expression. That desired technical capability felt like wrong-note bean-counting and 
included the clear direction that discouraged what was physically instinctive. This 
instruction was not healthy and not what I wanted. Regardless, I passed the course and 
departed for my first command. 
 Shortly after arriving, I applied for a graduate program in conducting at a local 
public university. I was grateful for the opportunity to increase my knowledge, but the 
program’s applied component felt filled with stigma to me. One instructor assumed he 
knew my political orientation based on the fact I was in the military. In contrast, a second 
instructor quickly advised me that my podium presence and gestures were not 
“commanding” enough. I was in a bifurcated environment again. Those comments meant 
recognition of my sexual orientation, which triggered anxiety. After those comments, one 
male classmate felt the need to clarify that he liked girls, which triggered both anxiety 
anger. The program helped me create a cleaner, more effective conducting style in one 
aspect; however, I was wildly guessing at exhibiting the right, masculine, commanding 
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gestures, motions, and behaviors on the podium for this instructor. As a result, nothing 
felt fluid, mechanically efficient, connected to the music, or intuitive. Worst of all, this 
wasted effort took my focus away from the music and the ensemble. Because of DADT 
and my anxiety, I did not come out to my instructors to honestly share my perceptions, 
seek understanding, or question their instructional means. Instead, I absorbed the 
messages, tried to be more masculine, and continued to lie about myself to graduate 
without incident. I did, and immediately afterward sought reassignment. 
 The next assignment included a vital leadership opportunity—deployment to 
Afghanistan. Deployment in 2008 was a reality for all soldiers; I knew that amidst suicide 
bombers and rocket attacks, like those described in the Combatting Terrorism 
Center Sentinel (Combatting Terrorism Center, 2008, March), my conducting skills were 
not likely to improve. Additionally, there was a “pathologised image” (Manchanda, 2014, 
p. 130) about sexual behavior between Afghan men, so there was frequent homophobic 
joking. Further, the possibility of sexual assault against males, regardless of sexual 
orientation, during deployment was a genuine concern (Sadler et al., 2018). I experienced 
two very intense homophobic incidences and greatly feared discovery and physical 
violence. Despite these fears, I had the opportunity to build international relations by 
working with several Afghan National Army Bands. 
 Upon redeployment, the band resumed typical garrison activities of welcoming 
troops home, changes of command, retirement ceremonies, and preparation for the annual 
Independence Day celebration. However, a catastrophic fire destroyed the band’s facility 
and almost all equipment two days before Independence Day. Due to a monumental 
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concerted effort to obtain instruments and copies of music, the band performed the 
Independence Day concert. However, the year that followed was filled with multiple 
investigations of the accidental fire, negotiations for new facilities, acquisition of new 
gear, and re-establishment of operations: this was one of the worst times of my life. 
Between the deployment and the fire, I was very strung out, and I sought reassignment. 
 I moved to an installation transforming from a non-deployable training institution 
to a deployable combined arms division. I was still dealing with emotional issues from 
deployment and the fire when the Don’t Ask, Don’t Tell Repeal Act of 2010 was 
implemented on September 20, 2011. With the national press and all military leadership 
watching, I felt like I was in a fishbowl. I could not guess what unintended consequences 
might emerge, and if or when an incident would occur. Also, while ensuring that the new 
non-discrimination policy was upheld, I was responsible for overseeing the band’s 
organizational and cultural transformation from non-deployable to deployable status, with 
a planned overseas rotation in less than twelve months. The dread of deployment, fear of 
assault, and the national press's focus on the end of DADT combined to reinforce my 
sense that coming out professionally was not an option. 
With the repeal of DADT, I sought behavioral health counseling. After seven 
years on the podium, while continually trying to manage my identity (Griffin, 1991), I 
felt utterly broken. Self-loathing, strained professional relations, dissatisfaction with 
work, uncertain career choices, and decades of unaddressed psychological issues resulted 
in chronic migraines and bulimia. I requested a transfer to a staff position because I felt 
unable to continue as commander and conductor for the band. The transfer was approved, 
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and at my departure ceremony, I was obliquely outed, when the MC distinctly uttered 
“heterosexual” while introducing the conductor who replaced me. Thankfully, the 
counseling helped erode some of the immediate pain. 
I was reassigned to a staff position and continued therapy. Without the pressure of 
command, I decided to come out. Additionally, with a mentor's help, I embraced my 
sexual orientation on the podium while leading a professional civilian wind band. After 
several positive conducting experiences with that band, I accepted a 
commander/conductor assignment again. Finally, I was comfortable professionally, 
trusting my intuition about musical and military leadership, and communicating more 
expressively and honestly at last. 
However, to this day, the damages from rejection, homophobia, and bias still 
plague me in my career, resulting in forms of self-loathing I need to be aware of, both 
personally and professionally. As a result, I come out to my students in every course. I 
now talk about mental health. I am the only openly gay military instructor I know of, and 
I want the lives of my students to be better than mine. It is from this wish that I move 
forward. 
Research Problem 
 Conductors, whether heterosexual, cisgender, or LGBTQIA+ (lesbian, gay, 
bisexual, transgender, queer, intersex, asexual, and other) routinely face challenges that 
may affect their identity. However, I posit there are unique challenges for LGBTQIA+ 
conductors, given my experiences and the experiences of some LGBTQIA+ conductors I 
know personally. In this dissertation, I used positioning theory to examine the narratives 
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of personal and professional challenges to understand how conductor identity 
construction occurs despite stigmatization. 
Within the culture of instrumental music education, there is implicit oppression 
known as compulsory heterosexuality that presumes "across societal systems that 
heterosexuality is normal and universal, and women and men are innately attracted to 
each other emotionally and sexually" (Dillon et al., 2011, p. 659). For heterosexual music 
teachers and students, the implicit messages and assumptions of heteronormativity 
reinforce identity construction. However, for LGBTQIA+ music students and teachers, 
those messages and assumptions may complicate that process. Epstein and Johnson 
(2008) observed the effect of compulsory heterosexuality on students who self-identify as 
queer made it "very difficult for young people, especially boys, to hold on to such 
identities with any conviction, safety, or self-esteem" (p. 44). 
The body of literature about oppressions, including economic (Hasenbush et al., 
2014), educational (Human Rights Campaign, 2018), health (Charlton et al., 2018), 
leadership (Fassinger et al., 2010), legal/political (Rosky, 2017), occupational (Fasoli et 
al., 2017), and social/bullying (Pew Research Center, 2013; Human Rights Campaign, 
2018) against LGBTQIA+ students and professionals is growing. Identity construction 
for LGBTQIA+ conductors occurs against a backdrop of oppressive legislation, employer 
codes of conduct, social exclusion, and bullying. As a result, these conductors create their 
identities while navigating stigmatization and social, institutional, organizational, and 
interpersonal issues related to sexual orientation, in addition to their music and academic 
responsibilities. 
 
   10
It is essential to understand how extant culture, systemic norms, and 
stigmatization affect LGBTQIA+ conductors' identity construction, and how subsequent 
practice on the podium and in the classroom is affected. Therefore, a study of 
LGBTQIA+ conductors' identity construction is needed to analyze how identity 
construction occurs despite complexities, dilemmas, and stigmatization to create a more 
inclusive band culture that supports healthy identity development for all persons.  
Research Questions 
From experience and study, I know some schools, music education programs, and 
band traditions have not always been friendly or sympathetic to LGBTQIA+ musicians. I 
based my study in the Midwest, which has a disparate set of legal systems that vary in 
friendliness to LGBTQIA+ individuals. I wanted to know how the social situations and 
experiences of LGBTQIA+ conductors shaped their identities and considered the 
following research questions to help me untangle and illuminate the identity construction 
process. 
1. How did the social situations (state and local government, personal 
background, education) and musical situations (community group, student 
group) of LGBTQIA+ conductors affect their identity construction? 
2. What specific identity influencing events or challenges (dilemmas, encounters, 
bullying, rejection, failure, barriers, laws) exist, or occurred, in each unique 
social setting? 
3. How did LGBTQIA+ conductors present themselves and others when 
describing their particular context and events?  
 
   11
Rationale 
 My professional reasons for asking research questions that examine the identity 
construction of LGBTQIA+ conductors came from imagining who I might be as a 
professional if my sexual orientation was reinforced the same as my heterosexual peers 
throughout my educational and professional development. Both graduate school and the 
Army broadcasted institutional support for LGBTQIA+ individuals; however, that 
support was often seemingly negated by social conventions and organizational members. 
I wanted to examine the thinking behind the doctrines and policies of these institutions, 
as well as the attitudes of those who overtly discriminated, stigmatized, marginalized, and 
infused or reinforced pathologized views of LGBTQIA+ individuals. Additionally, I 
wanted to examine the culture that enabled these institutional doctrines and policies. 
Finally, I wanted to examine my thinking: I wanted to know myself free of pathologized, 
Freudian, and subsequent Eriksonian terms, in which I did not deviate from some typical 
model.  
 As I thought about these questions, two research studies offered direction. First, 
Natale-Abramo (2009) studied a teacher who felt "(t)he traditional band 
conductor/teacher role began guiding her to a teacher identity that was . . . like a 
'dictator'" (p. 195). I identified strongly with this teacher because I was becoming 
unrecognizable due to a homophobic work environment and artistic ideals that made 
music mechanical and impersonal, rather than liberating through wielding the power of 
sound. Second, Paparo and Sweet asked how music teachers could promote more 
inclusive educational environments (2014, p. 35–36). The goal of creating inclusive 
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educational environments prompted me to examine the distance between classroom 
rejection and inclusion so I could make learning better for my students and me. 
 Together, these studies and my experience and understanding showed a gap 
between reality for LGBTQIA+ students and professionals and the goal of inclusivity in 
music education that could be examined more closely. Additionally, I found the MayDay 
Group and their Action Ideals, which included "dilemmas" that addressed this gap from 
multiple sociological and psychological perspectives. These dilemmas, in summary, are: 
• How do our conductor identities intersect with, and adapt to, the musics and 
musical situations we are in? 
• How can conductors address social issues surrounding equality and privilege that 
stems from identity constructions, such as socioeconomic status, ability, race, 
sexual orientation, age, gender, sex, ethnicity, and religion, etc.? 
• How did, and do, musical institutions influence the identities of conductors? 
• What barriers to conductor musical development do institutions perpetuate? 
(MayDay Group, 2020) 
 These dilemmas provided specific perspectives and points of inquiry that could be 
asked to LGBTQIA+ conductors. Those responses could be examined using both the 
right framework and analytical means. That analysis could reveal an individual's identity 
and provide insight into conductor practice.  
 Next, Roberts' 2004 study offered me direction about music educator identity 
construction from a social constructionist perspective. Roberts used a lens of labeling to 
address deviance and distinctions between students majoring in music performance or 
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music education. Roberts' (2004) conceptual basis and insights provided an example for 
studying deviance within music education; this example was analogous to sexual 
orientation. Second, he observed that labeling a person as a deviant to punish them might 
increase deviant behavior instead of decreased deviant behavior. Third, Roberts hinted 
that conducting might be a personally driven need to "reinforce" (p. 32) musician status. 
Finally, Roberts' observations were relevant to me as I considered the social 
constructionist lens of how situations affect people's perceptions of themselves. This 
perspective helped me find the ways and means to answer my questions. 
Additionally, some news-making events and studies related to the impact of 
stigma against deviant behavior in music settings provided focus for this study. The 2014 
Ohio State Marching Band homophobic hazing incident, in which music students were 
asked to identify gay men and lesbians by “name and their row” (Lowder, 2014), 
reminded me of my undergraduate distrust of the university marching band and music 
fraternity/sorority. In February 2018, a first-year elementary music teacher in Elgin, IL, 
was chided by the administration to “stick to the curriculum” (Krishnamurthy, 2018), 
after he honestly responded to a student inquiry about the same-sex sender of Valentine's 
Day flowers. While Sunblad (2020) found the sexual orientation of a music appreciation 
lecturer had “no bearing” (p. 131) on the credibility of the instructor as viewed 
collectively by students, he anecdotally found a range of student reactions to a gay 
instructor (p. 112). One anecdote centered on a student perception that revealing a gay 
identity was the same as pushing an agenda (pp. 114–115). Additionally, one LGBTQ+ 
participant had the “least optimistic” (p. 114) view for student acceptance of a gay 
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teacher because of perceived societal attitudes. Sunblad’s (2020) results were promising; 
however, the specific examples and anecdotes show stigma against LBGT music students 
and professionals, the results of which have not been studied or explicitly discussed 
concerning conductors as far as known.  
 Further examples of stigma included morality clauses in teacher contracts (Endo 
et al., 2010, p. 1023) that created a “Don't Ask, Don't Tell” (Wright & Smith, 2012, p. 24) 
climate. For example, morality clauses have been used against LGBTQIA+ teachers to 
terminate contracts when sexual orientation was revealed (Acanfora III v. Board of 
Education of Montgomery County, 1973) and when there was only rumor of handholding 
(Glover v. Williamsburg, 1998). In these cases, compulsory heterosexuality in institutions 
forced employees to be deceptive about their identities to preserve their jobs. These 
examples provided a backdrop to consider the impact of stigma against LGBTQIA+ 
people in the workplace. 
 In summary, the rationale for this study is to understand the effects of 
complications or impediments to LGBTQIA+ conductor identity construction that arise 
from each conductors unique institutional, organizational, and social setting as well as her 
social interactions. These complications affect conductor practices on the podium, 
instrumentalist experiences, music organizations, and supporting institutions, such as 
schools. Additionally, these complications may impact conductor behaviors off the 
podium and subsequently affect interpersonal and organizational relationships, such as 
commitment or loyalty to organizations and supporting institutions. Examining these 
impacts on conductors may provide insight for institutional and administration 
 
   15
management policy and practice revision, such as how performers are supported, and 
how artistic, education, and community mission strategies, goals, and objectives are met. 
Further, any unknown positive effects might be of value to attempt to reproduce in other 
contexts. Additionally, any adverse effects discovered may provide information about 
social and cultural hazards and harmful practices in band environments, implying 
corrective action. 
 
   16
Chapter II – Supporting Theoretical and Methodological Literature  
 
 This chapter is a literature review that supports the theoretical basis and analytical 
methods for understanding LGBTQIA+ band conductors' identity construction through a 
narrative analysis of socially situated autobiography. The concept of identity has shifted 
from answering the deceptively simple epigenetic question “Who am I?” with a list of 
psychological characteristics and abilities to theory and research that considers the 
following questions: 
• Is identity viewed primarily as a personal, relational, or collective phenomenon? 
• Is identity viewed as relatively stable, or as fluid and constantly changing? 
• Is identity viewed as discovered, personally constructed, or socially constructed? 
• Should identity be researched using quantitative or qualitative methods? 
(Vignoles et al., 2011, p. 8) 
These questions presented challenges in the fundamental understanding of 
identity. The answers to these questions can be sorted into two categories: essentialism 
and social constructionism. These categories provide a reasonably discreet way of sorting 
much of the conceptual and practical work surrounding identity.  
 In summary, essentialism focuses on innate “specific characteristics or practices” 
(Archakis & Tsakona, 2012, p. 13) preserved over time. This theoretical perspective was 
derived, in part, from Freudian psychology, and was advanced by Erikson’s in his life 
cycle of “successive stages” (1959/1980, p. 53). Erikson's fifth stage outcomes were 
either identity, described as the ego's ability to maintain an "inner sameness and 
continuity" (1959/1980, p. 94) recognizable to oneself and others, or identity diffusion. 
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These ideas and subsequent research led to a static quality of identity. In contrast, social 
constructionism focuses on how individuals produced identity as a function of their 
context. In this view, culturally bound individuals use language and action to produce 
identity by doing. This idea of contextually based dynamic performance replaced 
essentialism’s inherent psychic structures. 
 I reviewed essentialist and social constructionist literature while drafting both the 
proposal and study. However, in drafting the final four chapters, I chose a social 
constructionist perspective, positioning theory, and narrative analysis (Bamberg et al., 
2011) as the best means to answer the identity-focused research questions. Recognition of 
the contributions from the broad cultural context, bands, and music-making processes in 
my life and in my students’ lives, as well as reflection on the importance of the dynamic 
social sphere found in social constructionism, suggested to me that conductor identity 
was best understood as a continuous changing “doing” instead of a static psychological 
state. 
Social Constructionism and Identity Construction 
 Understanding how identity is uncovered through “doing,” instead of “being,” 
may seem unusual given the question “Who am I?”. However, clarifying the concepts of 
social constructionism and identity construction, and the relationship between those two 
concepts created the space for an appropriate research method, discussed in the next 
chapter. These concepts also provided a basis to address specific identity-related research 
in music and music education. Finally, these concepts provided a historical and 
philosophical outline that pointed to the later chapters' findings and discussion. 
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Social Constructionism 
 To clarify the concept of social constructionism, I began with Mead (1934) and 
Berger and Luckmann (1966), who claimed that individuals construct knowledge 
socially. That claim was a response to both what positivistic, empiricist psychologists 
claimed was known and the historical and cultural climates that supported that 
knowledge. Further, that claim was in response to actions that "taken-for-granted" 
knowledge implied (Burr, 2015, pp. 2–5), especially concerning people's treatment, 
whether clinically or socially. Additionally, researchers such as Mead (1934) and Berger 
and Luckman (1966) addressed the prevailing “universalist, essentialist, realist, and 
individualist” (Burr, 2015, p. 3) characteristics of psychology and provided alternative 
ways of understanding psychological phenomena.  
 Their work and the further theorizing and research of others yielded a new, 
distinct, socially constructed understanding of the world. This social understanding 
rejected Freudian psychic structures and included bold claims about human 
understanding, including emphasizing the context of knowledge and its ever-changing 
nature. In summary, the features of this social theory were: 
• anti-essentialism 
• anti-realism 
• historical and cultural specificity of knowledge 
• language as a pre-condition for thought 
• language as a form of social action 
• a focus on interaction and social processes 
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• a focus on processes (Burr, 2015, pp. 6–11). 
 Putting any two of these features together, such as cultural specificity and 
language as a pre-condition for thought, opened wide critical analysis spaces. For 
example, what were the conditions in Vienna that enabled Freud to create his structures? 
Would he have imagined those structures if, perhaps, he thought in a language other than 
German? Putting all of those features together, Mozaffari (2019) summarized social 
constructionism as “not about judging what is good or bad. Instead, it is about how our 
different perceptions towards the world are shaped in the society we live through culture, 
language, and interactions.” Mozaffari’s summary encapsulated what I observed while 
traveling worldwide with the military and helped me reflect on overlapping clusters of 
cultures that produced meaning. These clusters, sometimes physical and sometimes 
virtual, were not discrete, but complex, and overlapped irregularly. This complexity led 
to many distinct ways to know the world. 
Social Constructionism and Identity Theory 
 Knowing the world and knowing the self socially required the rejection of 
essentialism and psychic structures, but that knowledge did not automatically generate 
identity within social psychology. Harré and Gillet (1994) posited three social 
psychology principles to create identity. First, numerous psychological phenomena are 
“properties or functions of discourse” (p. 27), which implies that identity is cultural and 
not inherently individual. Second, “thinking…[is]… derived from interpersonal 
discursive processes” (p. 27), which implies that each person has unique understandings 
from their interactions. Third, the “skill of the actors [and] their relative moral standing” 
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(p. 27) are factors that contribute to the production of identity and other phenomena. 
Together, the social environment and the adeptness with which one negotiates that social 
environment enables the types of identity a person could create.  
Identity Construction  
 A single agreed-upon definition of identity construction does not exist. As 
previously stated, identity is "done or made" (Bamberg et al., 2011, p. 178) discursively 
as a person actively engages every day with her unique "interactional, situational, 
sociohistoric, and cultural contexts" (Taylor, 2015, p. 1). In these contexts, identity is 
produced by what is said, how it is said, and why it is said, such that a listener can 
perceive how a speaker presents "a sense of who they are" (Bamberg et al., 2011, p. 182). 
Additionally, that sense comes from the "interweaving of many different threads" (Burr, 
2015, p. 123) in which all threads affect one another, and which may be fluidic or 
multiple. A person's sense of sameness was hypothesized to be experiential, subjective 
"continuity of one's point of view" (Harré & Langenhove, 1999, p. 7) over time. 
 The context of language and activity for identity construction is called discourse. 
It is described as the “set of meanings, metaphors, representations, images, stories, 
statements and so on that in some way together produce a particular version of events” 
(Burr, 2015, pp. 74–75) and can be viewed from two perspectives. Comprehensive 
“thought systems and ideologies” (Bamberg et al., 2011, p. 180), referred to as 
“Discourse”, was considered by theorists such as Habermas (1979, 1981); Foucault 
(1972); and Lyotard (1984). Within these broad systems, identities are thought to be 
produced. Additionally, identity is thought to be produced in local exchanges, called 
 
   21
“discourse”, (Bamberg et al., 2011, p. 181), when speakers present themselves 
agentically through language. 
 Regardless of the discursive perspective, speakers use language to describe 
themselves concerning their environments using locations, time references, and various 
pronouns (De Fina et al., 2006). This verbal act is called indexing and clarifies the 
perceived relationship between speakers and their environments. Additionally, these 
environments, or contexts, could be formal, such as a wedding, or informal, a casual 
conversation and may be tension-filled “identity dilemmas” (Bamberg et al., 2011, p. 
194), in which speakers negotiate agentic vs. socially determined roles, individual vs. 
group identity, and sameness vs. change issues. A speaker’s contexts, exchanges, 
utterances, motivations, and how they subjectively identify with or distance themselves 
from the environment produces distinct, individual meanings. Identity construction 
occurs “actively-interactively—and therefore always socially” (Bamberg et al. 2011, p. 
195), distinctively, and continuously, and for each person. 
Positioning Theory 
 Examination of utterances for their contributions to identity construction requires 
a method. Positioning theory is one method, and it is based on the premise of anti-
essentialism. Harré & Langenhove claimed there is an “experienced” (1999, p. 7) long-
term identity as well as other selves, called “personas” (Harré & Langenhove, 1999, p. 7) 
that were performed. The long-term identity was thought to persist behind the personas, 
manifested for social interaction, or within a specific context. Discerning the long-term 
identity occurred via a discursive analysis of a speaker’s use of I, other pronouns, 
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indexical markers, as well as “declarations and narrations” (Harré & Langenhove, 1999, 
p. 8). Declarations were first-person reports or observations, while narrations were stories 
with a plot or a purpose (Harré & Langenhove, 1999) and could be rich in how a person 
described interactions. Positioning was a reflexive act (Harré & Langenhove, 1999) to 
look at oneself within the context of others, their activities, and their storylines using 
factual or storied ideas for others to understand oneself, and others, and their relational 
importance. 
 The examination of the types of statements produced, the words chosen with any 
implied relational standing, and the location of oneself within these statements enabled 
identity, whether persistent or situational, to be distinguished. This identity was 
contextually bound, subject to change, and did not reside in any static state or psychic 
structure: it was socially produced and known through a specific lens. Additionally, the 
lens of positioning theory was flexible and could be applied to many situations, including 
music situations, to examine musical identity.  
Musical Identity: A Different Approach 
 In 2002, MacDonald, Hargreaves, and Miell published Musical Identities. They 
traced the development of music psychology from the 1930s to the 1980s, during which 
time researchers mainly focused on measuring “acoustic abilities” (MacDonald et al., 
2002, p. 3) objectively. However, in the 1980s, research interest regarding the 
“psychological basis of musical thinking, behavior, and development” (MacDonald et al., 
2002, p. 3) increased significantly. These latter psychological studies pointed toward the 
social examination of music. 
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 Social examination included the relative importance of music in people’s lives, 
which varied from almost none to that of music professionals who were “so highly 
involved” (Mac Donald et al., 2002, p.1) in music that they related most of what they did 
to music or around music activities. This relative importance of music in people’s lives 
enabled MacDonald et al. (2002) to conclude there was a continuum at the intersection of 
music and identity with the poles called Music in Identities (MII) and Identities in Music 
(IIM). MII described half of the continuum in which music had a lesser influence on a 
person’s identity. Simultaneously, IIM included the public roles defined by “cultural 
musical practices” (MacDonald et al., 2002, p. 14) of people more heavily influenced by 
music. These identities were thought to form during childhood and may have developed 
in subjective comparison with others. 
 Before the publication of Musical Identities, Kemp (1996) identified some of 
these public cultural musical roles, such as orchestral instrumentalists, and stated that the 
individuals who practiced those roles “(a) had instrumental lessons from an early age, (b) 
endured long hours spent in solitary practice, and (c) applied themselves to hard work at 
college” (Kemp, 1996, p. 139). Kemp (1996) also identified practices that contributed to 
understanding how differentiation may have occurred in childhood (e.g., in isolation) He 
followed this with both a meta-study and further research concerning the personalities of 
instrumentalists and conductors. Regarding conductors, specifically, Kemp observed two 
sets of comparative personality characteristics. First, conductors seemed to be ambiverts 
who displayed introverted aloofness, marginal surgency, adventurousness, extraverted 
group dependency, and greater anxiety when compared with the general population. 
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However, concerning non-conducting musicians, conductors “appeared to be more 
extraverted, adventurous, and adjusted” (Kemp, 1996, p. 180). 
 Returning to Musical Identities, research about musical identity flourished, and 
MacDonald et al. compiled and published a revised Handbook of Musical Identities in 
2017. This revision included research from over 40 studies by about 70 researchers in 
multiple cultural settings (~64% from Europe, ~18% from Australia, ~14% from North 
America, and ~1% from South America) with significantly different racial and cultural 
compositions than were included in the first book. The outcome of this broader look 
yielded significant differences. The authors began by acknowledging the limits of the 
original musical identity MII–IIM continuum. They wrote, “musical identities are 
performative and social—they represent something we do, rather than something that we 
have, namely, the ways in which we jointly engage with music in everyday life” 
(MacDonald et al., 2017, pp. 4–5). This critique was a recognition of the static 
essentialist quality of identity in the first text. This admission then pointed toward the 
social constructionist nature of knowledge of identity, especially anti-essentialism, the 
historical and cultural specificity of knowledge, a focus on interaction and social 
processes, and a focus on processes (Burr, 2015, pp. 6–11) that were implicit in 
understanding music and subsequently musical identity.  
Performativity 
 Examination of the social nature of musical identity included scrutiny of how and 
why events occurred. Performativity, as a concept, enabled that more in-depth 
examination. Initially, performativity was explored in the 1950s by the English 
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philosopher J. L. Austin in a series of lectures at Harvard compiled in the 1960s and 
1970s, after Austin’s death. During one lecture, Austin posited that “to utter the sentence 
(in, of course the appropriate circumstances) is not to describe my doing of what I should 
be said in so uttering to be doing or to state that I am doing it: it is to do it” (Austin, 1975, 
p. 6); more simply put, speaking is an action. In 2007, Loxley traced the history of 
performativity from Austin through Searle, Fish, Derrida, DeMan, Sedgwick, and Butler 
while illuminating some still unsettled differences. Loxley (2007) noted that both 
Sedgwick and Butler diverged from the scope of Austin’s linguistic theory. First, 
Sedgwick examined “dominant assumptions regarding both identity and the powers of 
language” (Loxley, 2007, p. 113) through queer performativity. Second, Butler included 
“political and ethical prospects” (Loxley, 2007, p. 138) of performativity by focusing on 
gender. 
In 1999, Butler wrote, “Gender is an identity tenuously constituted...through a 
stylized repetition of acts” (p. 191). In addition to the instability of gender, Butler 
expressed concern that gender was a dominant “locus” (Butler, 1999, p. 191) that 
informed or shaped personal actions. Over time, the repetition of these performative acts 
became a recognizable “convention” (Loxley, 2007, p. 119) of gender. Repeated 
performances mapped gender on to a body and created the gender identity of that person. 
People became the acts that they had performed, and in a broader context, that is 
Discourse, other people were taught these gendered conventions, even if that convention 
was incongruent with what gender the person felt themselves to be. However, these 
performances were neither implicit expressions nor cultural expressions. In summary, 
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Butler and Loxley provided a summary of identity construction through the lens of 
gender: The repetition of stylized acts worked out through the body creates the I situated 
in context. They also explained how both actions and identities come to be normalized.  
The relevance of performativity to this study is the examination of culturally 
recognized repetition of actions and the subsequent individual motivations, social 
reasons, and social and political constraints behind those actions, all of which produce 
identity. Given this perspective, it may be plausible to suggest that by replacing gender 
with conductor in Butler’s quote (e.g., “conductor is an identity tenuously constituted in 
time, instituted in an exterior space through a stylized repetition of acts”), there might be 
relevant nuances of how conductor identity is produced. Those repeated actions could 
also provide insight into Kemp’s (1996) observations of conductor “aloofness…surgency 
adventurousness…group dependency, and…anxiety.” (p. 180). 
Returning to Musical Identities again, MacDonald et al. reconsidered the notion 
that musical identity belonged only to people who had “high levels of conventional 
instrumental performance ability” (2016, p. 5). The recognition of music’s cultural and 
contextual dependence implied there could not be an arbitrary standard from one culture 
to determine musical identity. Elliott and Silverman (2017) expanded the understanding 
of musical identity by positing it is not “isolated or fixed; it is contingent, fluid, and ever-
changing.” (Elliott & Silverman, 2017, p. 32) and available to many people in multiple 
cultural contexts. Further, they emphasized that “without other people, we would not and 
could not be [emphasis in original]” (Elliott & Silverman, 2017, p. 33) as individuals 
with musical identity. Research and theory worked together to show musical identity 
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belonged to anyone, or perhaps everyone depending on the context, and was socially 
produced. 
The ideas I presented included the evolution of identity from an essentialist, 
independent, and static concept to one that is constructionist, socially dependent and 
dynamic. Additionally, the practical work, means, language, and action of identity 
construction were discussed, including specific markers that allow identity to be 
discerned. Further, musical identity was considered, which included salient points of how 
and why people say and do things as a function of broader culture and individual agency. 
From these ideas, the construction of LGBTQIA+ conductor identity may be possible 
through the described practical work of conducting in their specific environment. 
Additionally, these conductor identities would include performative elements that 
embodied cultural norms and practices in addition to individual choices, and the sum of 
these observations and reflections could reveal identity from an inclusive, socially 
dependent perspective. 
Music Education Student Identity 
 A review of studies about instrumental music educators’ identity was included to 
understand what was known about the subject. L’Roy (1983) noted “significant 
differences between band, choral, and string students” (L’Roy, 1983, p. 2) and asked, 
“Why do many band students seem to have taken a band directing reference group as 
their perceptual frame, when choral and string students do not seem to be influenced in a 
similar way?” (L’Roy, 1983, p. 172). Undergraduate participants in that study noted the 
lasting influence of their high school band directors (L’Roy, 1983). This influence 
 
   28
included awareness of the social “interactions of students, faculty, and the training 
environment” (L’Roy, 1983, p. 185) in which students observed their band directors in 
context. This adolescent influence pointed toward the importance of the band 
environment in shaping identity. 
 Froehlich’s (2007) constructionist developmental work built on L’Roy (1983), 
and she posited that students constructed knowledge by “testing ideas and approaches 
based on their prior knowledge and experience, applying these to a new situation, and 
integrating the new knowledge into already formed ideas and familiar intellectual 
constructs” (Froehlich, 2007, pp. 90–91). Students who had a strong influence from their 
high school band directors would compare new ideas to previously known practices and 
modify their thinking or behavior. This social learning and testing were agentic behaviors 
and allowed students to modify or discard childhood influences.  
 Building from this developing sense of identity, instrumental music education 
student participants felt that their programs differed from other music degree programs 
(Conway, Eros, Pellegrino, & West, 2010, p. 266). Their supporting perceptions included 
seemingly more responsibilities and differing priorities (p. 267), “exclusion” (p. 269) 
from the School of Music, comparative perception as “weaker” (p. 268) performers, and 
“marginalization” (p. 269). While the participants expected a natural separation between 
Music Education and Music Performance students as they progressed in their degree 
programs, the perceptions of marginalization were of concern to the Music Education 
students. Conway et al. (2010) noted that music education students "struggled" (p. 272) to 
balance musician identity and teacher identity. The tension between the two identities 
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was an important new concept because the teacher-performer tension may suggest further 
complexity, including conductor-teacher, conductor-instrumentalist, or conductor-
teacher-instrumentalist identity tensions. 
 In this review of instrumental music education student identity, studies were 
considered that examined the lasting social influence from band directors, how students 
may have reassessed that influence, and how identity tensions developed during the 
pursuit of music education goals. The literature pointed toward increasingly complex 
challenges during the education process that influenced identity. While these studies did 
not focus on either conducting or LGBTQIA+ concerns, the addition of those items could 
bring further complexity. This complexity could be from tensions, dilemmas, and stigmas 
beyond music training but could provide insight into LGBTQIA+ conductor identity.  
Music Education Teacher Identity  
  
 After considering some of the music student identity challenges, reflection on 
music teacher identity became very important. Natale-Abramo’s (2009) dissertation, The 
Construction of Instrumental Music Teacher Identity, focused on the “complexity of 
teaching practice” (p. ii.) band teachers negotiated. The study focused on the "multiple 
discourses" (p. 58), such as education, music performance, music education, pedagogy, 
and how they influenced instrumental music teachers. Natale-Abramo (2009) highlighted 
the tensions between being both a performer and teacher, which followed Conway et al. 
(2010) but in more relevant detail. While discussing a gay male participant’s 
observations, Natale-Abramo (2009) observed the conductor’s implicit challenge of being 
in a position of “great power and influence and at the same time a place of exposure and 
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vulnerability” (p. 218) as well as a “space that reinforces heteronormativity” (p. 219). She 
also reflected on a teacher who felt "(t)he traditional band conductor/teacher role began 
guiding her to a teacher identity that was . . . like a 'dictator'" (Natale-Abramo, 2009, p. 
195). These discussions, framed from the teacher’s perspective, looked at tensions among 
sexual orientation identity and power in the classroom and were important topics to 
reflect on for the increasing complexity. 
 To further examine sexual orientation in the classroom, I studied Furman’s (2012) 
dissertation, The Personal and Professional Life Experiences of Three Lesbian Middle 
and High School Instrumental Band Conductors, that focused on the impacts of sexuality 
and gender in personal and professional life, teaching, and career decisions (Furman, 
2012, p. x). The interpretive phenomenological research revealed how teachers met 
gender and sexual orientation identity challenges and positively modified their teaching 
“practices and philosophies” (Furman, 2012, p. xi). Furman (2012) concluded that the 
marginalization and discrimination these teachers faced because of their sexual identities 
yielded a “different level of awareness” (Furman, 2012, p. 162) in their teaching. This 
sensitivity was applied to create “nurturing and supportive” (Furman, 2012, p. 172) 
environments for all their students. How these teachers responded to marginalization and 
discrimination challenges by committing to a positive classroom environment was of 
interest in addition to the complexity of overtly considering gender. 
 Sears’s (2010) provided further insight into tensions of LGBTQIA+ band 
directors by examining the “isolation, discrimination, and stereotyping” (Sears, 2010, p. 
iii) women faced while working in a job traditionally associated with men. Additionally, 
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she included a small section about “Issues Facing Men in Music Education” (p. 53). In 
that section, Sears (2010) referenced Roulston & Mills (2000), in which “male teachers 
sought to legitimize their presence in the ‘feminine’ [quotes in original] profession of 
music teaching . . . by asserting a ‘macho image’ [quotes in original]. (Sears, 2010, pp. 
54–55). That macho image also included a description of how teachers sometimes used 
homophobic language to get boys to participate in choir. Sears's concerns about 
homophobia/biphobia/transphobia in the classroom and the negative impacts on the 
teachers were a new concern to consider.  
 Finally, I reviewed Taylor’s (2011) study Identity Negotiation: An 
Intergenerational Examination of Lesbian and Gay Band Directors to look at tensions in 
the classroom that arose due to the teacher’s sexual orientation. These tensions came 
from perceptions about LGBTQIA+ teachers and the effect on student discipline or 
parental cooperation for student participation in travel or community events (Taylor, 
2011, p. 8). These recurring events were vital to music education success but could be 
complicated by teachers’ openness about sexuality. Taylor concluded that “openness with 
colleagues” made the work environment better for the participants. However, there was a 
degree of concern about student and parent responses to being out (Taylor, 2011, p. 10). 
This concern came from “painful” (Taylor, 2011, pp. 10–11) experiences the participants 
endured earlier in their careers. The relevant outcome again from these challenges was 
how the participants turned negative experiences into a positive influence. This study was 
critical because it built on the prior studies by including the effects from peers, students, 
and parents on identity management (Griffin, 1991).  
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 Together, these studies provided insights and perspectives relevant to the current 
study regarding identity challenges LGBTQIA+ students and educators faced in their 
education and practice. However, lacking was information about the direct impact on 
conductor identity concerning these dilemmas and challenges. Finally, although positive 
changes for LGBTQIA+ rights have occurred since these studies' publication, 
discriminatory behavior, and policy towards LGBTQIA+ educators persist, and these 
studies remain relevant. 
Instrumental Conductor Identity  
 Natale-Abramo’s (2009) observation of the conductor’s power, influence, 
exposure, and vulnerability in a heteronormative space in music education points to 
examining who is occupying that space. While conducting textbooks are plentiful and run 
the gamut of instructional approaches including functional and technical, interpretive and 
expressive, historical and narrative, to teacher and leader development, and beyond (See 
Appendix C) two texts I was familiar with offered relevant perspectives relating to 
Natale-Abramo’s observations and instrumental conductor identity: Slatkin’s (2012) 
Conducting business: Unveiling the mystery behind the maestro and Wis’s (2007) The 
Conductor as leader: Principles of leadership applied to life on the podium. Slatkin 
discussed that conductors should convey to both audiences and performers the “nature of 
music” (Slatkin, 2012, p. 232), which included vulnerably displaying tenderness, 
violence, passion, serenity, and “every other feeling you can imagine” (p. 232). I was 
invigorated when I thought about the feelings I imagined as a gay man, and how I could 
“convey” (p. 232) those feelings despite the guidance to the contrary, I received during 
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my education. Further, I was reminded of a section in Wis’s (2007) book called “Are kids 
artists?”. She asked, “Why do students show up to their college auditions after four or six 
years of music involvement and still struggle to identify the key of a piece. Why can’t 
they...sing or play a beautifully arched phrase?” (Wis, 2007, p. 68). Wis’s answer was, 
“Because we don’t really believe they can and that belief governs the way we conduct…” 
(2007, p. 68) and that disbelief in students reminded me of what I felt as a student. I 
never believed my gay body and interpretations mattered compared to the ideal 
performances that others spoke of or imagined. Because I did not believe those things 
mattered, no one else thought those beliefs and imaginings mattered; in fact, both were 
discouraged, and I was discouraged in this heteronormative space (Natale-Abramo, 
2009). So, while neither Slatkin (2012) and Wis (2007) provided a sociological 
perspective to identity, together they presented an outcome of rich musical expressivity 
and belief in students that should encourage LGBTQIA+ conductors to be themselves on 
the podium and interpret music in their way.  
Heteronormativity in Band Instrumental Music Education 
 Given the conductor is in a position of power, a concern derived from culture, or 
discourse, about what is acceptable in the classroom follows. In this case, that meant 
examining the music classroom for ways that favor some groups over others, and both 
Paparo (2016) and Berman (2017) addressed fundamental concerns for safety and respect 
for LGBTQIA+ students in the music classroom. However, there was no discussion about 
how intolerance for sexual minorities got into the music classroom. Examining available 
resources revealed a history of bias against LGBTQIA+ people, particularly band music 
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education, more so than to orchestral and choral music education.  
 Part of this bias stemmed from an instrumental music education culture that was 
steeped in both compulsory heterosexuality and heteronormativity. The former is a social 
presumption that heterosexuality is universal and implied that women and men are 
attracted to each other emotionally and sexually (Dillon et al., 2011, p. 659). The latter 
can be described as assumptions that people are heterosexual, and that heterosexuality 
might offer benefits over other sexual orientations (Habarth, 2008, p. 3). Both 
compulsory heterosexuality and heteronormativity pervaded aspects of band music that 
may be overlooked: Some examples include describing contrasting themes to students as 
masculine and feminine that eventually come together or making analogies about love 
songs in heterosexual terms. Compulsory heterosexuality and heteronormativity are 
found in bands historically and currently. For example, Gould described how 
"bands…struggled with… some of the studies previously mentioned discussed misogyny 
and homophobia" (2011, p. 1) as well as how bands were "tacitly exclusionary 
organizations…characterized by heterosexuality and hegemonic masculinity" (Gould, 
2012, p. 101) and some of the studies previously mentioned discussed these issues.
 Further, Gould (2012) touched on how maintaining economic, social, gender, and 
racial power was how heterosexual society preserves and reproduces itself. In this case, 
reproduction occurred via bands—a seemingly innocuous activity—couched in the 
vehicle of arts education and became an almost invisible weapon of the status quo. Band 
instrumental music education contributed to compulsory heterosexuality and 
heteronormativity because it was part of a more extensive education designed to preserve 
 
   35
those beliefs within that system. While this system favored heterosexual and cis 
individuals and discriminated against LGBTQIA+ individuals, for conductor education, 
training, and employment, the system is changing to be more inclusive through 
organizations like the Mayday Group and others.  
Power 
 Privileging heterosexuality in bands is a form of power preservation that may 
have derived from military band influences and traditions; one artifact is the band 
uniform, which is still present in contemporary music education and reinforces a 
masculine, presumably straight, appearance. This artifact was from North American 
colonial era military bands that were “patterned after British models” (Camus, 1969, p. 
2), and whose purpose was the signal and movement commands for troops. While those 
bands served a military function, Reily and Brucher (2013) also described a hidden aim 
of the European military band “to impress colonial subjects” by reinforcing “European 
cultural, technological and military superiority” (p. 11). 
 A form of this cultural dominance included social conformity, which persisted 
over two centuries. Less than two years after the Declaration of Independence, Lieutenant 
Gotthold Frederick Enslin became the first soldier to be “dismissed from the U.S. 
military” (Shilts, 1993, p. 11) on the specific grounds of “attempting to commit sodomy” 
(Washington, 1778). Washington sentenced Lieutenant Enslin to be “drummed out” of 
the military, literally. 
His Excellency the Commander in Chief approves the sentence and with 
Abhorrence & Detestation of such Infamous Crimes orders Lieutt. Enslin to 
be drummed out of Camp tomorrow morning by all the Drummers and Fifers 
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in the Army never to return; The Drummers and Fifers to attend on the Grand 
Parade at Guard mounting for that Purpose (Washington, 1778). 
 
The public shaming, punitive action, and separation of people from military service for 
same-sex behavior in the U.S. continued throughout the conscriptions of WWII, Korea, 
and Viet Nam, and this included military musicians. However, compulsory 
heterosexuality was brought into the music classroom, in part via military band traditions. 
It was preserved through harassment and social pressure such that musicians with other 
than heterosexual identities were silenced.  
 The influence of military band traditions in music education can be traced, in part, 
to France in the 1790s when national conservatories were established on the “model of 
the Ecole de Musique de la Garde Nationale…to train musicians for the military” (Reily 
and Brucher, 2013, p. 9). This military school of music became the Paris Conservatory 
shortly after that in 1795. Subsequent national models in other countries modeled music 
education institutions after military band training (Reily & Brucher, 2013, p. 9). 
 Around 1827, Harvard and Yale formed bands, and other universities followed. 
The Morrill Act of 1862 granted public land for educational institutions and required 
offering courses in military training, which included military ceremonies and military 
music (Camus, 2017). During the Civil War, the band at the University of Illinois 
Urbana-Champaign was “first formed as a military training band following the Morrill 
Land Grant Act” (Hansen, 2005, p. 314) and afterward, 16-piece brass bands that 
conformed to Army regulations were created at “practically all” universities. (Camus, 
2017; Hansen, 2005, p. 314). In the interim of World War I and World War II, many 
male soldier/musicians reintegrated into civilian society and applied their 
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“enthusiasm…skill and experience” (Camus, 2017) to become band directors in the 
public schools. After World War II, there was a similar influx of military musicians who 
became band directors. Following the Second World War, there was a drawn down in 
military size, and subsequently, military bands have decreased in numbers. With no total 
wars since WWII, there have been no massive infusions of military musicians bringing 
military customs and values with them into the public music education system. 
With the repeal of “Don’t Ask, Don’t Tell” in 2011, military musicians with non-
normative sexual orientations could serve openly. However, for LGBTQIA+ students and 
teachers with non-normative sexualities, there remain vestiges (Lowder, 2014) of 
compulsory heterosexuality and bi/homo/transphobia. LGBTQIA+ rights and protections 
have increased visibility for both teachers and students since events like the 2015 U.S. 
Supreme Court ruling in Obergefell v. Hodges (2015) legalizing gay marriage, in addition 
to the passage of many state and local ordinances and school policies to end 
discrimination for sexual and gender orientation. 
 While tracing the transfer of compulsory heterosexuality from military band 
traditions to bands in educational settings, it was crucial to explore what enabled this to 
occur. One enabling concept was reproduction (Bourdieu and Passeron, 1970/1990), 
which was described as normalizing a belief about a “legitimate” (Bourdieu and 
Passeron, 1970/1990, p. 127) condition, such that a specific group of people was 
privileged. This concept stood out because it illustrated how dominance could be 
achieved without overtly resorting to threats or physical force. The authors showed that 
systems other than the military, like educational systems, are also concerned with gaining 
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power positions and retaining that power. Further, the authors suggested that the 
education system was a weapon the privileged classes used for maintaining power. 
Similarly, bands, once symbols of military might, became symbols of privilege. 
 I have attempted to show that bands in educational settings are a product, to a 
degree, of a military culture that embraced and continues to embrace compulsory 
heterosexuality. The teaching of conducting in these ensembles continues to reinforce this 
circumstance, though not necessarily universally. Students of all gender and sexual 
orientation identities, including myself, who studied conducting were likely to have been 
inculcated in some of these oppressive traditions during that study by instructors who 
may or may not have been aware of those traditions. 
Locating Conducting in and Around the Psychosomatic and the Social  
 Recognition of historical oppression in bands and education, and thus conducting 
education, led to the need to identify instances that may reinforce heteronormativity for 
conducting education students and conductors. Instances of verbal oppression in training 
or professional situations from my personal experience included direct guidance to “Keep 
your wrists firm, so your hands don’t flop around like that,” or “You don’t ascend the 
podium like that.” This guidance was also a heteronormative reinforcement to not 
broadcast my sexual orientation through gestures. I will attempt to further place 
conducting, the body, and the social sphere, which can be seen as a playing field of 
oppression.  
 The embodiment of cultural ideas about what music is or means to communicate 
that understanding to inspire musicians to perform in synchrony describes conducting and 
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begins with the premise that music can be conceptualized, internalized, and externally 
realized. The embodiment of both music and emotion (Slatkin, 2012), as well as 
inspiration and motivation (Wis, 2009), were studied by Gumm, Battersby, Simon, and 
Shankles (2011, p.1), who identified six broad functions of conducting (see Table 1) with 
over 80 sub-functions (see Appendix A) of practical work on the podium. Some functions 
were realized through positive gesturing that invited and drew toward, and sometimes 
negative gesture was used. Some gestures communicated unity rather than dominance. 
Other gestures were to relieve tension and liberate tone rather than force. Finally, some 
gestures came from a perspective of vulnerability rather than control (Gumm et al., 2011, 
pp. 5–6). Regardless of the function, the conductor embodies music. 
Table 1 Functions of Conducting 
Functions of Conducting 
 
Traditional music-related functions Non-traditional musician-oriented functions 
Mechanical precision Motivational 
Expressive Physical technique 
 Psychosocial 
 Unrestrained tone 
Note. Adapted from “The Identification of Conductor-Distinguished Functions of 
Conducting,” by A. Gumm, S. Battersby, K. Simon, and A. Shankles, 2011, Research & 
Issues in Music Education, 9(1), p. 1. 
(http://www.stthomas.edu/rimeonline/vol9/index.htm)  
 
 Gumm et al. (2011) acknowledged the multiple realms of a conductor’s impact 
through gesture such as the “control and release of musical properties, physical effort, 
and social influence,” and a “spiritual, emotional, and mystical connection with 
musicians” (Gumm et al., 2011, p. 2). These realms were reached in different ways over 
the years. Rudolf (1950) suggested the conductor was “part musician, part actor” (p. ix), 
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while Green (1992) encouraged conductors to think of their work as “time-space art” (p. 
vii). Knight (2007) wanted conductors to “look like the music” (p. 3), while Battisti’s 
(2007) approach on the podium was as “conductor-teacher” (p. vii). Actor, artist, mime, 
and teacher were ways of being a conductor. These approaches to instrumental 
conducting and gesture provided more ways to consider music in the body. 
 Since Gumm’s look at the physical, social, and spiritual domains, The Oxford 
Handbook of Philosophy of Music Education (Bowman & Frega, 2012) included 
advances in neuroscience that located music in the body and conducting at the cellular 
level. Elliott and Silverman (2012) suggested multiple “processes and mechanisms,” such 
as brain stem reflexes, rhythmic entertainment or synchronization, evaluative 
conditioning, emotional contagion, and mirror neurons, associations, autobiographical 
memory, and episodic memory (pp. 53–54) that contributed to “moment-to-moment 
musical-emotional experiences” (p. 52). These neurologic processes and mechanisms 
affect the conscious, unconscious, psychosomatic, and social experiences of the music, 
including the feelings and messages a conductor would share, consciously or 
unconsciously, with the musicians and the audience. In addition to being a broadcaster of 
feelings and information, the conductor is also the receiver of messages (e.g., applause or 
anxious looks from the performer of the next solo part). These many messages, positive 
and possibly negative, at both the macro-level and cellular level, received while on or off 
the podium, may contribute to the body’s gesture production.  
 The four conducting exemplars and perspectives on knowing the body provided 
ways to be and gesture that place conducting both in the body and society. While those 
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examples did not account for any compulsory heterosexuality or unsupportive social 
contexts for LGBTQIA+ persons, I cannot wholly forget the messages I received of how 
"not to be" that may affect my production of bodily messages still. Conducting is in the 
psychosomatic and the social, and if a conductor is to "look like the music" (Knight, 
2007, p. 3), she cannot waste time trying to look like someone else.  
Locating Conducting in and Around Sexual Orientation Identity  
  Given that messages are given and received, consciously and unconsciously by 
conductors, locating conducting in and around sexual orientation remains to be 
explicated. As a start, Cusick (2006) posited a relationship between music and sexual 
orientation identity. She described her “lesbian relationship with music” that was 
constructed on a “power/pleasure/intimacy triad” (p. 71) common to both sex and music. 
This triad was based on the honest recognition of psychological and physical pleasure 
that both music and sexual activity can bring. Further, there was an emotional 
vulnerability to be found in connecting to both music and a partner. Finally, these 
exchanges occurred in a dynamic power setting: how we treat each other, ourselves, and 
respond to the environment. Together, these ideas created a conscious state of honesty 
and vulnerability that allowed for the exploration of genuine interest, whether musically 
or sexually. That exploration was an individual agency to move or rearrange to know 
more respectfully. 
 Cusick’s (2006) description of musicality resembled some of the subfunctions that 
Gumm et al. (2011) presented. If a conductor’s gestures of asking, drawing near, creating 
unity, relieving tension, and being vulnerable may be generated from same-sex sexual 
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orientation, then conducting and sexual orientation may also be psychic, “next-door 
neighbors” (p. 71). The side-by-side comparison of Cusick’s triad with the practical work 
of conducting is shown in Table 2.  
Table 2 Power/Pleasure/Intimacy Triad and Corresponding Functions of 
Conducting 
Power/Pleasure/Intimacy Triad and Corresponding Functions of Conducting 
 
Cusick Gumm et al. 
Power 
Gestures that ask and draw toward rather than require to happen.  
Conducting from a sense of unity with the ensemble rather than 
dominance.  
Pleasure Motions to relieve tension in musicians’ performance  
Intimacy 
Gestures derived from a perspective of vulnerability rather than 
control 
Note. Adapted from “On a Lesbian Relationship with Music: A Serious Effort Not to Think 
Straight,” by S. Cusick, 2006. In P. Brett, E. Wood, and G. Thomas (Eds.), Queering the Pitch: 
The New Gay and Lesbian Musicology (2nd ed., pp. 67–83). New York, NY: Routledge, and “The 
Identification of Conductor-Distinguished Functions of Conducting,” by Gumm et al., (2011), in 
Research & Issues in Music Education, 9(1), pp. 1–12. 
(http://www.stthomas.edu/rimeonline/vol9/index.htm) 
 
 Granted, not everyone believes as Cusick does, nor would everyone say that their 
sexual orientation identity was constructed in the same or even a similar way. However, 
Cusick’s linkage of sexual orientation and musicality to the body supported a way to 
consider the relationship between sexual orientation and conducting. The infusion of 
sexual orientation into music performance was explicated by other authors, such as 
Koestenbaum (1993), who wrote, “in music we can come out without coming out, we can 
reveal without saying a word. Queers identify with shadow because no one can prosecute 
a shadow” (p. 190). Koestenbaum wrote about the ability to escape into music, which 
many other LGBTQIA+ musicians and I have done. Smith (2018) described relevant 
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experiences and feelings through the lens of “belongingness” (p. 175). Acceptance of her 
lesbian identity publicly was associated with withdrawal, while musical activity 
cultivated feelings of belonging, with which she was “eager to…create bonds” (p. 176). 
Cayari (2019) described a “shroud of mystery” for “trans*+” (p. 120) for attendees at a 
transgender singing voice conference while urging more research on the study of “trans 
*+musician identity” (p. 128). Koestenbaum also helped set up the potential paradox—
the “shadow conductor” who is both seen and unseen. Together, these ideas and 
anecdotes between music and sexual orientation suggest a connection between 
conducting and sexual orientation. For me, I cannot imagine leading performances of 
transcriptions of Barber’s “Adagio” or Shostakovich’s “Prelude Op. 34, No. 14” without 
both drawing on the sadness or anxiety I have felt and thinking about how much more I 
can communicate with my honestly gay “swishiness” than I could with mechanical 
precision. 
Preserving the Status Quo  
 I have attempted to show that instrumental music education was steeped in a 
culture derived from European colonial traditions that sought to obtain power and sustain 
a status quo by inculcating heteronormativity and other traditions. These heteronormative 
traditions tended to silence, mask, and eliminate differences based on sexual orientation 
identity. Students studying instrumental music conducting were put into positions that 
implicitly reinforced traditions. Subsequently, LGBTQIA+ instrumental music 
conducting students and conductors were put into potentially self-devaluing and 
marginalized positions. Instrumental music conductors are responsible for understanding 
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the traditions they reproduce and the messages they broadcast to their students, 
musicians, and audiences, including status-quo-preserving messages of 
heteronormativity. Additionally, LGBTQIA+ conductors must be aware their identities as 
conductors were formed in traditions that included implicit privileging that they may now 
unconsciously transmit in the classroom and the broader public domain.  
Sexual Orientation Identity  
In discussing sexual orientation, Dillon et al. (2011) suggested its extreme 
complexity and continuously shifting understanding may require essentialist and social 
constructionist ideas (p. 652). This complexity meant that sexuality was contested in 
terms of theoretical understanding, and any viewpoint had political and ideological 
ramifications. How a person came to identify with non-normative sexuality was, and still 
is, of interest to essentialist and constructionist theorists and researchers in many 
disciplines. In this section, I present basic information from both perspectives.  
Erikson was a student of Freudian psychoanalysis, which pathologized non-
heterosexuals and this was evidenced in his theory of psychosocial development that falls 
within essentialism. This theory included pathologized homosexuals, addicts, and social 
cynics. These people had “negative identities” that Erikson clarified as 
“undesirable...dangerous, and…most real” (Erikson, 1959/1980, p. 141). While Erikson’s 
outlook on sexual orientation may not have received a lot of attention, obvious concerns 
included a lack of detail regarding any kind of formative deviation, explanation for the 
collective pronouncement on three distinct groups, and explanation of anything beyond 
labeling these groups and letting them fester.  
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Cass (1979) posited one of the earliest models of essentialist homosexual identity 
formation in which a person went from “identity confusion” to “identity synthesis” in six 
stages (p. 219). Constructionist models, like D’Augelli’s, considered personal feelings 
about sexual identity, interactions with partners and family, and a person’s political and 
legal environment and had six processes that people may go through (1994, p. 318). 
Savin-Williams (1998) theorized lesbian, gay, and bisexual identities occurred along a 
continuum of sexual identities. In Savin-Williams’s differential developmental trajectory 
model, which is purported to be neither essentialist nor constructionist, sexual-minority 
youth were hypothesized to differentiate first from (a) other-sex-oriented adolescents, and 
then from (b) one another, among themselves, and from (c) anyone else ever (Savin-
Williams, 1998 and 2001). This outcome led to the conclusion that adolescent 
LGBTQIA+ youth were perhaps less understood and more at risk than their heterosexual 
counterparts, and there were no grand theories of sexual identity development. 
In addition to these developmental theories, exploration of sexual orientation by 
LGBTQIA+ and heterosexual adolescents was hypothesized to lower “group depreciating 
attitudes toward sexual minority individuals” (Dillon et al., 2011, p. 664). That 
exploration, whether through experience, discussion, or other means, led to decreased 
misunderstanding and hostility between heterosexual youth and non-heterosexual youth. 
This decrease was reassuring because while education programs, PSAs, and other means 
of sharing may lead to less stigmatization, this lesser degree of personally held negativity 
toward others suggests potentially healthier relationships with others that may have 
multiple positive effects. Further, if self-awareness of a non-normative sexuality status 
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was gained, guarding that identity was rational. The idea of a self who stood in 
opposition to heteronormative ideals from family, culture, and institutions is daunting. 
While some people might be able to immediately embrace that challenge and live as an 
integrated LGBTQIA+ person, others may not be able to. How one negotiated differences 
between self and the dominant culture was significant because that affected identity 
construction. Theorists considered two negotiation strategies people used: “identity 
management” and “the closet.” 
Identity Management 
 In 1991, Griffin studied thirteen lesbian and gay teachers who taught from 
preschool through grade 12 (p. 189). The purpose of this study was to identify identity 
management strategies of each educator as they negotiated the fear of “public accusation” 
of being gay or lesbian resulting in job loss and the “wish for self-integrity” (Griffin, 
1991, p. 194) by being publicly out. The resultant strategies, presented in Figure 1, were a 
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Figure 1 Continuum of Identity Management Strategies 
Continuum of Identity Management Strategies 
 
Figure 1. Identity Management Strategies. Adapted from “Identity management strategies among 
gay and lesbian educators,” by P. Griffin, 1991, International Journal of Qualitative Studies in 
Education, 4(3), p. 194. Copyright 1991 by P. Griffin. Adapted with permission.  
 
 The attempt to mask identity highlighted a critical ethical dilemma faced daily by 
those who pass as heterosexual: one lied about oneself due to fear or other reasons, and a 
result of this deception, minimally, was a lack of relational trust. For conductors, 
deception presents an immediate obstacle, especially to those who seek integrity and 
honesty, musically and personally, on and off the podium. Inconsistency between what is 
said and what is done in the music classroom may impact vulnerability, positive 
expectation, willingness to take risks, and interdependence in the ensemble (Hendricks, 
2018, p. 35). Additionally, the attempt at passing did not guarantee the perception of 
being heterosexual or “not queer,” because this deceit may be played along with, ignored, 
unnoticed, or rejected by peers who see through the attempt. Finally, societal 
expectations that were not met and inconsistencies in one’s story were likely to be pieced 
together by others. Multiple employments of identity management strategies, whether 
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similar to those suggested by Griffin (1991) or not, contributed over time to a person’s 
broadcast mosaic, and Griffin hinted that this conglomerate of personal legacy is part of a 
larger multi-dimensional construct known as “the closet.”  
The Closet 
 The closet is a metaphor for describing “gay oppression” (Sedgwick, 1990, p. 71) 
that included variables such as class, race, and gender in addition to sexual orientation 
and encompasses all the strategies and outcomes of active and passive messages 
regarding sexuality and living. To conceal and manage one’s sexual orientation identity is 
to be “in” the closet, and to reveal sexual orientation is to be “out.” “In” or “out” is not an 
exclusive choice, and there is a continuum in which complex social situations routinely 
occur. For example, each time a new person is encountered, a decision regarding 
disclosure must be made. If this new person belongs to a group in which a person was out 
to half of the group, they had to choose to reveal their identity or edit usage of pronouns, 
names, or other identifying details about themself. As a metaphor, the closet focuses on 
silence and not disclosing. For LGBTQIA+ music educators, Bergonzi (2009) identified 
sixteen privileges that included personal behaviors and situations contributing to the 
closet. Some of these behaviors included listing social and civic interests on a resume, 
putting pictures of family in the office, and using stories from your personal life, without 
editing (Bergonzi, 2009, p. 23). Ultimately, silence is a punishment. Self-censoring, 
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Gender Identity and Transgender Identity 
 Underlying the presumption of compulsory heterosexuality that women and men 
are attracted to each other (Dillon et al., 2011, p. 659) is the premise of gender. Given 
that gender is both a fundamental element in the “organization of society” (Bussey, 2011, 
p. 603) gender identity and “is an identity tenuously constituted” (Butler, 1999, p. 191), 
understanding gender is critical because of the multitude of implications. Gender identity 
is a deeply personal sense of male or female, and the term transgender is as an umbrella 
term for people whose “gender identity or gender expression differed from what is 
typically associated with the sex they were assigned at birth” (GLAAD, 2016, p. 10). 
Disclosure of gender identity that varied from the norm, such as transgender, has 
implications for personal and professional safety, causing people to remain silent and 
hidden. 
 Gender identity is theorized to occur in numerous ways, with biological, 
psychological, and social influences contributing to a person’s sense of themselves as 
male or female by the “age of 3 or 4” (Diamond, Pardo, & Butterworth, 2011, p. 629), 
while transgender identity awareness is thought to begin as early as age 6 (Grossman & 
D’Augelli, 2006, p. 120). Additionally, gender identity was theorized to develop in 
multiple ways such as Devor’s (2004) 14-stage developmental model, Bradford & Syed’s 
(2019) narrative model, or a common milestone model (Kuper, Wright, & Mustanksi, 
2018; Wilkinson, Pearson, & Liu, 2018). In 2020, Lindley, Nagoshi, J., Nagoshi, C., 
Hess, and Boscia presented an “eco-developmental framework” (p. 1) that considered the 
direct, interactive, and societal influences for gender and sexual orientation in a 
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transgender person’s development. This model did not favor any aspect over the others 
but instead examined the dynamic interaction and compounding intersection of effects.  
Intersectionality 
 The cumulative complexity of gender, sexual orientation, and transgender identity 
can be further compounded with other relevant issues like race, feminist theory, legal 
theory, teacher identity, LGBTQIA+ teacher identity, music education, politics, family 
background, education level, age, and religious belief. In any combination, the 
comingling effect of power relations and social relations (Collins & Bilge, 2020, p. 1) 
creates a very complex web, which is called intersectionality. This compounding of 
perspectives and challenges affects people and demands critical thought about what was 
known, communicated, taught, and practiced in education and music, including 
conducting, while considering who was doing, where doing happened, and how doing 
happened. 
Conclusion 
  This review of relevant and supporting literature began with the theory of social 
constructionism and research on identity within that premise to create a general-to-
specific space to place my study. The broad consideration of what knowledge was and 
how individuals knew anything set the stage for re-thinking what was known about 
identity. Re-thinking identity included the ways to study identity, which focused on the 
language-based positioning theory. From that point, I presented theory and research on 
musical identity that aligned with the previous conceptual work. I attempted to highlight 
the understanding of both music student identity and music educator identity, some of 
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whom identified as lesbian or gay. Understanding the specific developmental challenges 
and experiences in these people's personal and professional lives provided me a basis for 
considering band history and tradition, including the conductor's role. The examination of 
the roles and traditions included insight into how sexual orientation and bands 
intersected, and I presented theory to link conducting to both the body and sexual 
orientation. I concluded with exploring broader concepts of what is known regarding 
sexual orientation identity, transgender identity, and intersectionality. These final 
considerations included implications for how people are treated and why and collectively, 
these issues created a space for thinking about how individuals are trained and the 
decisions they make for themselves and their students. 
 I presented this literature in this particular way to create a perspective of general 
supporting ideas that enabled subsequent specific ideas. This perspective provided me 
with a space to examine multiple relevant topics to think about what was happening with 
LGBTQIA+ identity in music education. The outcome of considering these perspectives 
was a space that allowed me to ask questions about LGBTQIA+ conductor identity, and 
some of these questions will be answered in the next chapters. At the same time, other 
questions are too big to be answered in this study. 
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Chapter III – Methods 
Methodology 
 In the previous chapter, I discussed positioning theory as a practical means to 
examine language for statements that revealed identity construction. In this chapter, the 
ways and means to accomplish that examination are presented, including the plan of 
research, recruiting participants, and gathering data about the participants. I needed to 
systematically examine transcripts for a person’s use of first-person pronouns, pronouns 
that referred to the self or others, and indexical markers for placement and context and 
consider non-verbal clues like inflection, rate, pauses, and emphasis for nuanced 
meaning. These verbal and non-verbal clues revealed perspectives, relations, and 
understandings of the speaker, which needed context for further understanding. 
Plan of Research 
 I submitted my proposal outlining a research plan that included reading relevant 
literature, submitting research details to the Institutional Review Board (IRB) for 
approval, recruiting participants, distributing a questionnaire, conducting interviews, 
transcribing data, analyzing data, and finally, drafting, editing, and defending the 
dissertation. The proposal was approved, and I was assigned an advisor. Initially, reading 
relevant literature and submitting research details to the IRB documents were the 
priorities. The research details were submitted via email to the IRB on documents that 
included: (a) an institutional form describing the protocol, funding, conflict of interest, 
type of review, study staff and human subject training, location, summary, subject 
population, recruitment, consent and assent, procedures, risks, benefits, costs/payments, 
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the confidentiality of data, privacy, the Health Insurance Portability and Accountability 
Act (HIPPA), and the Family Education Rights and Privacy Act (FERPA); (b) participant 
consent form; (c) participant background questionnaire; (d) interview protocol; (e) 
journal protocol; (f) recruiting announcement, and a (g) recruiting flyer. The IRB 
approved my request to conduct the study on March 29, 2016, after I made some minor 
clarifications. IRB documents are located in Appendix D. Initially, this study was going 
to be conducted in the Pacific Northwest; however, before I recruited any applicants, I 
was transferred to a different military installation. I sought permission to continue the 
study locally and was given permission. 
 
 









 In 2017, the Army reassigned me to the Midwest, and fortunately, there was a 
local metropolitan Lesbian and Gay Band Association (LGBA) band, which I eagerly 
joined. Before approaching potential participants, I wanted to get to know the 
organization, establish credibility and trust, and be part of a musical team for personal 
and professional reasons. During this time, I came to understand both the Midwest and 
the particular bi-state metropolitan region, which had a wide variety of laws and policies 
(see Table 3) that created different realities for LGBTQIA+ people as a function of state 
and municipality. After one season in the LGBA band, I approached four performers I 
knew directly to seek their participation in the study. The other three people were 
recommended to me, without solicitation, by one of the other four people, and I 
communicated with those people to confirm their interest. After each person confirmed 
their interest, I sent a questionnaire to them. Upon receiving the responses, I used Boston 
University’s Qualtrics software to create a digital version of the questionnaire, and I 
manually entered participant responses. Based on the responses, I determined that six 
people met the criteria.  
 Initially, the criteria included: (a) teaching in the Pacific Northwest, (b) self-
reporting as lesbian, gay, bisexual, or transgender, (c) employment high school music 
teacher, (d) five years’ experience, (e) and routinely directing bands. Because of my 
military reassignment, I conferred with my advisor to amend the criteria. The new criteria 
were: (a) teaching or educated in the Midwest, (b) self-reporting as lesbian, gay, bisexual, 
or transgender, (c) high school music teacher, (d) five years’ experience, (e) and routinely 
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directing bands. I conferred with my advisor about potential participants who were not 
high school music teachers or did not have five years’ experience. One participant taught 
Middle School band, and another participant was a community band director. 
Additionally, two participants had only four years of experience. After discussing the 
backgrounds and the potential relevance of those individuals, the decision to interview 
them was made. 
Data Collection: Questionnaire and Interviews 
 I interviewed the first participant in April 2018, and the remaining participant 
interviews from September through November of that year. After reviewing the 
questionnaire data, I created pseudonyms for each participant based on their birth year, 
gender, and race. The website I used, http://www.starmanseries.com, returned several 
different options based on the information provided as well as the relative popularity of 
the participants’ actual names. Subsequently, the domain for the website expired. The 
interview order and pseudonyms are in Table 4.  
Table 4 First Interview Order and Pseudonyms 
First Interview Order and Pseudonym 
 
First interview Pseudonym Gender Orientation Age Socioeconomic Ensemble 
1 Brian male gay 41 Middle class HS band 
2 Jeffrey Cis-male gay 38 Middle class LGBA band 
3 Brittney female bisexual 29 Unsure HS band 
4 Michelle female gay lady 29 Upper middle class MS band 
5 Trevor male gay 26 Comfortable middle class MS band 





 Each participant agreed to a series of three interviews which progressed from a 
general history of each participant, through their daily experiences, and finally to a 
reflection on both history and experiences. Initially, 30 minutes per interview was 
allocated (Seidman, 2006); however, all interviews lasted longer. Interviews were at the 
convenience (e.g., availability, proximity to living or working space, duration, and ethical 
respect for participant safety. I drove 30 miles, each way, for most of the interviews. 
Most interviews occurred in coffee shops and bookstores, away from other customers for 
privacy. One set of interviews occurred in a participant’s hotel room, while that 
participant was traveling. One participant was interviewed entirely by video 
teleconference, using Apple’s FaceTime app. Another participant was interviewed face-
to-face for the first interview but was only available using FaceTime for the subsequent 
interviews. 
 I prepared for each initial interview by reviewing the questionnaire data, semi-
structured interview questions, verifying meeting locations and times, and ensuring I had 
necessary documents, audio recorders, spare batteries, and my research journal. For 
subsequent interview preparation, I verified meeting locations and times, reviewed notes, 
recordings, and transcripts, if available, from the previous interviews for each person. 
Ultimately, I completed the interview process for six participants, and I selected four, 
Michelle, Brittney, Jeffrey, and Trevor, (all pseudonyms) for analysis. Due to 
professional responsibilities, including reassignment and a heavier workload, I had less 
time for analysis than planned initially, and I selected these four individuals. Each of 
these participants lived and worked in the same bi-state, multi-municipality region. I 
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knew them directly, and the interactions I had with them were more recent and in-depth 
than with the other two participants. Additionally, these four people were easily 
accessible. Finally, while all those four participants were White, there was diversity 
among them in terms of the gender, sexual orientation, age, socioeconomic upbringings, 
and ensemble each person typically conducted. I recorded interviews using two Olympus 
Digital Voice Recorders (model WS-852) and downloaded the files to my 2011 iMac. All 
files were subsequently password-protected at every stage. Interview mp4 files were 
copied and stored on an external hard drive and in an iCloud account. Information 
regarding the general facts of each interview are in Table 5.  
 
Table 5 Participant Interview Means, Location, and Duration 
Participant Interview Means, Location, and Duration 
 
Pseudonym Means Location Duration 
Jeffrey In person  Coffee shop 45:53 
Brittney In person  Coffee shop 41:13 
Michelle In person  Coffee shop 39:30 
Brittney In person  Coffee Shop 48:25 
Michelle In person  Coffee shop 57:33 
Michelle In person  Coffee shop 42:04 
Brittney In person  Coffee shop 56:40 
Trevor In person  Coffee shop 42:42 
Jeffrey In person Coffee shop 41:29 
Trevor FaceTime Private residence 39:10 
Trevor FaceTime Private residence 47:23 
Jeffrey In person Coffee shop 51:40 
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 Initially, I transcribed Brian’s interviews. However, I decided to use a commercial 
password protected online transcription service to transcribe the interviews for Jeffrey, 
Michelle, Brittney, and Trevor because of the short time between interviews. All 
interviews were transcribed from October through November 2018, and the commercial 
transcriptions were reviewed for quality from November 2018 to January 2019. I 
gathered 815 minutes of raw interview data from six participants in 18 interviews. The 
transcription product was online but produced approximately 266 pages of standardized 
transcribed data when downloaded into MS Word. The transcription service website 
maintained copies of the mp4 files and transcript drafts. Finally, the transcripts were 
anonymized and then sent to each participant for review. One participant requested edits 
for further confidentiality, which I made.  
Detailed Participant Background Information 
 The following data were collected from the participant questionnaires and 
interviews. The data are ordered from demographic background information to personal 
reflections. Table 6 and Table 7 contain basic facts about participants’ social 




Table 6 Participant Social Background 















Michelle South 2 No Yes 
End of middle 
school 
Unitarian Single 














Table 7 Participant Music Education Background 















Michelle Flute/piccolo South MM 6 5–12 6 
Brittney Trombone Midwest BS 4 6–12 4 
Jeffrey Oboe/English hn East, Midwest DMA 15 College 9 
Trevor Oboe Midwest BS/BA 4 5–8 4 
 
 The next data tables are reflections on conducting by each participant. Table 8 
presents self-reported information by each conductor on their proficiency and 
commitment to conducting. Table 9 presents information on LGBTQIA+ experiences, 
such as specific events, ideas, or people that have shaped their work on the podium 




Table 8 Participant Conductor Proficiency and Commitment 
Participant Conductor Proficiency and Commitment 
 
Pseudonym Proficient Why Committed Why 
Michelle Somewhat 
agree 
In reviewing videos of my 
own teaching, I find that 
my conducting is 
usually clear and that I 
tend to express weight 
in harmonic lines in 
ways that I have 
prepared for during the 
score study process.  
Mostly  
  committed 
I know I am a committed 
teacher and musician. But 
honestly, I don’t find 
conducting to be a facet of 
musicianship that I 
especially enjoy or identify 
with. 
Brittney Agree I have taken many classes 
to learn to be a 
proficient conductor, 
and have had lots of 
practice over the past 
few years.  
Very much  
  committed 
I know there is nothing else 
that I would rather do than 
be a teacher. It is something 
that I truly enjoy. I enjoy 
helping children experience 
music. The kids that I teach 
need someone who supports 
them and gives them the 
attention and help that they 
truly deserve. Again, 
comparing myself to others 




I can learn and 
communicate musical 
ideas quickly and 
effectively. 
Very much  
  committed 
Wish I had more formal 
training in it, but work and 
experience and rep 
knowledge accounts for 
more than training. 
Trevor Strongly 
agree 








Very much  
  committed 
I am committed to the growth 
and success of my students. 
They can’t succeed if I 





Table 9 Participant LGBTQIA+ Conductor Experiences and Tension 
Participant LGBTQIA+ Conductor Experiences and Tension 
  
Pseudonym Frequency Participant reason Level of 
tension 
Participant reason 
Michelle None My sexual orientation has 
never come up in situations 
when I have received 




Occasionally, I have 
wondered how certain 
conservative families 
would respond if they 
knew of my sexual 
orientation. However, 
folks tend to assume 
I’m straight and it 
hasn’t been an issue yet 
because of my ability to 
“pass.” I am more 
concerned about parent 
reactions than student 
ones. 
Brittney Very few I have not had many people 
shape my work on the 
podium in respect to me 
being an LGBT person. Dr. 
[name omitted] has been 
my guiding light in this 
respect. He has helped me 
over the past two years 
become a more confident 
and capable conductor and 
has given me the chance to 




I work at a private 
religious school in an 
urban area. The 
teachings of the church 
prevent me from being 
open and honest about 
my personal beliefs. 
Also, if I were ever to 
be honest, they could 




LGBA and its bands have 
given me a new 
perspective on musical 
identity and its importance. 
No tension I have been fortunate to 
never have to had that. 
I’m a gay man in any of 
my experiences. 
Trevor None A professor once said that if a 
conductor has done their 
job well, the audience 
should forget he/she was 
present at the performance, 
meaning it’s not about you, 
it’s about the music and 
students, and the 
experience. Make yourself 
obsolete to the student. 
Some 
tension 
Working in a religious-
based school, I am 
aware at times to 
separate my work and 





 Tables 10 and 11 are broader reflections on LGBTQIA+ identity in each 
participant’s workplace. The first table, Table 10, presents participant observations on 
negative impacts of LGBTQIA+ identity at work. Table 11 presents the perceived 
positive impacts of LGBTQIA+ identity at work.  
Table 10 Participant Professional/Personal Identity Tension 
 









Some issues connected to my sexual orientation and identity 
development definitely caused major problems for me during 
high school, undergrad, and the early part of my teaching career. 
However, at this point in my career, I feel much more healthy, 
balanced, and comfortable in my own skin. There has never 
been a point at which I have felt unable to handle my teaching 
responsibilities, but thinking about various stressors related to 
my sexual orientation has previously used up time and energy, 





When I just get to work with kids and teach music, I feel less 
distracted. When I am doing administrative responsibilities or 




Not so much a distraction, but it is at the forefront in 
programming decisions. 
Trevor No distraction 
I don’t think my personal life has significantly distracted me from 






Table 11 Participant Personal Identity Positive Impact 
Participant Personal Identity Positive Impact  




I am currently out to all of my performing arts co-workers and to 
my administrators. All of them are incredibly supportive and 




I have not and cannot share my sexual orientation in my 
professional setting. However, being in the LGBA band has 










At the time in life when sexual identity formation was impactful, I 
was not employed. Embracing myself before joining the 
workforce separated my personal experiences from professional 
growth. 
 
 When asked on the questionnaire if there was anything else the participants 
wanted me to know, Trevor wrote, “Music has always been a passion, but not my life’s 
work. If my personal life somehow conflicts with current employment, at any time, I feel 
not beholden to pursue that continued line of work or career.” No other participants 
responded to the question. 
Analysis 
 After the data were collected and initially transcribed, I listened to the interviews 
and read the transcripts, noting the most critical discussions. Additionally, I combed the 
transcripts to find material that would best provide answers to the research questions (see 
Chapter 1). This analysis occurred during March and April of 2020. 
 Harré & Langenhove's (1999) text Positioning Theory provided the basis for the 
analytical method I used to examine participant narratives. Each analysis has two parts. 
The first part is a perspective tool I used to examine each person's storylines in the 
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interview process. This approach infused deeper meaning to the "positions, storylines, 
and . . . speech-acts" (Harré & Langenhove, 1999, p. 18) communicated during the 
interviews. This analysis characterized the "speaker and hearer's most prominent stances 
(or projected selves)" while accounting for how "two people can be living quite different 
narratives without realizing they are doing so" (Harré & Langenhove, 1999, p. 47–48). 
This process is illustrated in Figure 2 by envisioning a dialogue between two people. 
Each person's utterances can be perceived in two ways during the discussion by the 
speaker and the listener. 
Figure 2 
Perspective Analysis for a Two-Person Discussion
 
Figure 2. Perspective Analysis. Adapted from Positioning Theory: Moral Contexts of Intentional 
Action, by R. Harré & L. Langenhove. Oxford: Blackwell Publishers Ltd. Copyright 1999, by R. 




 During this examination, I aimed to understand each person's storyline in the 
dialogue, as best as possible, in context. Each person's utterances had implicit 
expectations in the setting of an interview seeking information about LGBTQIA+ 
conductor identity. This context limited answers and determined outcome, to a degree. 
Understanding the participants' situations as best as possible provided insight into their 
answers that would have a different meaning to the participant because of their lived 
understanding, which I could never know. Conversely, as interviewer and researcher, my 
interpretation of the questions and responses held a specific meaning that the participant 
could never know. After listening to the interviews and reading the transcripts, I 
attempted to place myself in each person's storyline to determine what determinate 
speech-acts occurred. The determinate speech-act is what is "achieved in saying 
something" [emphasis in original] (Harré & Langenhove, 1999, p. 17). This analytical 
tool enabled me to empathize with participants and imagine myself in their situations, 
which enhanced my understanding during the narrative analysis. I reviewed the 
perspective analysis once both parts were complete to see if any meanings had changed 
with more in-depth scrutiny. I changed two perspectives: one change was a typographical 
error, and one change was substantive. 
 The second part of the analysis was modeled on exemplars from several 
researchers who operationalized Harré and Langenhove's (1999) positioning theory. The 
narrative analysis examples of De Fina et al. (2006), De Fina (2011), and Bamberg et al. 
(2011) provided detailed examples of how individuals in conversation positioned 
themselves and others, using indexing and locatives. These examples also revealed how 
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other conversational participants accepted or rejected these positions and included 
subsequent discussion to show agentic repositioning. These examples provided precise 
textual analyses that communicated where and how positioning happened in dialogue. 
Reading and re-reading these examples helped me to see and replicate several processes 
in the context of this study. These processes were as follows:  
• learning the categories that partition human beings 
• participating in the various discursive practices through which meanings are 
allocated to those categories 
• positioning of oneself, as a person, in terms of these categories 
• recognition of oneself as having the characteristics that locate oneself as a 
member of various category formations and not of others (Harré & Langenhove, 
1999, p. 36) 
 In this study, some of those categories were reasonably predictable (e.g., 
conductor, instrumentalist, teacher, student, LGBTQIA+ person). However, other 
categories were unexpected (e.g., activist, actor, reformer, transfigured person). 
Additionally, I examined such aspects as direct answering, indirect answering, theatrical 
aside, the "irony, incongruity, theatricality, and humor" (Chauncey, 1994, p. 290) of 
camp, and linguistic signifiers I had never considered in such detail. Further, through 
language deployment, I saw how people communicated about important categories to 
them and how those categories fit into both broader ideas (Discourse) and local ideas 
(discourse). 
 In this study, the unifying categories of interest were LGBTQIA+ identity and 
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conductor identity. However, other categories of interest arose as LGBTQIA+ conductors 
described their interactions with other individuals, groups, organizations, or institutions. 
The interactions the LGBTQIA+ conductors presented, which is the constructed dialogue 
with others, revealed themselves and others' conductor positioning. Transcription 
annotation conventions were taken principally from Ribeiro (2006, p. 75) and 
Georgakopoulou (2006, p. 102). These conventions were chosen principally for their 
frequency and importance in coloring the raw transcript and ease of remembrance and 
execution while listening to transcripts. The chosen annotations were: 
 //  overlapping utterances 
 :   extension or prolongation of a sound 
 ::  longer extension 
 (?)  rising intonation 
 (.)  a pause of less than 0.5 of a second 
 (..)  a pause of about 1 second 
 (…)  a pause of longer than 1 second 
 Italics  emphasis or stress 
 [ACC]  spoken quickly 
 [DEC]  spoken slowly 
 [‘HHH] audible inhalations 
 
 I did not analyze the data in any pre-planned order, such as by person or by a 
question, because I wanted to reduce any implicit hierarchies or biases based on 
participant familiarity, education, the similarity in the background to me, empathy, or any 
other reason. Each analysis informed later analyses, and as the process went on, I recalled 
additional details from the various authors I had studied. Occasionally, my analysis 
revealed details I did not initially notice, causing me to shift some answers from one 
question to another. I used the website http://www.random.org to determine the Chapter 
IV presentation order. I entered the participant names and then randomized the order 
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approximately 25 times for the final presentation order of Brittney, Michelle, Trevor, and 
Jeffrey. Again, I did this to reduce or eliminate biases or hierarchies while discerning 
discussion points for presentation. 
In this study, questions about LGBTQIA+ conductor identity construction were 
supported by a social constructionist philosophy that enabled a language-based approach, 
positioning theory, to reveal that identity through a narrative analytical method. The next 
chapter will focus on the application of the analytical method in my research, in order to 
reveal LGBTQIA+ conductor identity.
 
 70
Chapter IV – Analysis 
 
 In this chapter, I analyzed relevant excerpts from participant interviews using 
positioning theory to reveal answers to the research questions. Additionally, I selected 
excerpts for their contribution to understanding each conductor's context, story, and 
values. The number of excerpts selected for each conductor varied as I negotiated work-
related challenges. 
Brittney 
RQ1 – Introduction 1  
 The first narrative analysis was for Brittney, who was a 29-year-old female who 
identified as bisexual. Brittney was raised in a middle-class suburban city east of the 
metropolitan region and attended a state university further east in a rural portion of the 
state. She was in her fourth year as band director and conductor for the band at a small 
urban parochial school that was attended by mostly Hispanic children from financially 
disadvantaged families. 
 In response to an item on the questionnaire related to commitment as a conductor 
(see Table 8), Brittney focused on her students and wrote, "I enjoy helping children 
experience music. The kids that I teach need someone who supports them and gives them 
the attention and help that they truly deserve." This need for help led me to ask her during 
an interview about her relationship with her students. Her response focused on the student 
group aspect of Research Question 1: How did a LGBTQIA+ conductor's social situation 
(state and local government, personal background, education) and musical situation 
(community group, student group) affect identity construction. When I asked her to tell 
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me more about being a strong role model, I was surprised to hear and understand 
Brittney's emotional depth. At that moment, I came to understand Brittney's situation 
better, as well as her ability to change.
RQ1 – Excerpt 1 
B:  And that's where (.) you know my (.) personal life and my professional life  1 
 kind of have to (…) ‘cause in in [ACC] my own personal life  2 
 I'm very quiet and very reserved (…) um  3 
 I still help people but I'm very (…) quiet about it and 4 
 when I'm, when I’m with the kids and they need to see that strong person  5 
 everything kind of has to flip  6 
 like you have to be that strong person (…)  7 
 You have to be: (…) what they need you to be. 8 
     Interview 3 (17:11) 
RQ1 – Narrative Analysis 1  
Before this excerpt, Brittney talked about her emotional connection to her 
conducting work with the high school band and the Lesbian and Gay Band Association 
(LGBA) band. Brittney was unhappy with her job at the school, but she strongly 
connected with her students. Regarding the LGBA band, Brittney described her deep 
connection to the music because it allowed her to express herself. The interview pivoted 
to the notion of being a role model, which Brittney mentioned after she said she was 
unhappy but very connected to her students. 
Speakers used "locatives. . . time expressions. . . as well as personal pronouns" 
(De Fina et al., 2006, p. 4) to clarify the relationship between language and environment. 
Brittney first positioned herself as narrator, and then repositioned herself, indexically, 
with the demonstrative pronoun phrase "that's where" to establish a conceptual place to 
reflexively consider both her personal identity and her professional identity (line 2). Next, 
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Brittney presented an aside to define her personal self as quiet, reserved, and helpful 
(lines 3, 4). She continued the aside (line 5) and then introduced two socially conditional 
antecedents: being "with the kids" and their "need to see that strong person." When those 
antecedent conditions were met, "everything" in Brittney's quiet, reserved, helpful 
personal "has to flip" (line 6) in order for her to become the professional persona who is 
the inverse of her personal identity. Brittney used the pivot word "like" and the 
"indefinite you" to reposition herself and obliquely state about herself, "You have to be 
that strong person" (line 7). Brittney continued using the "indefinite you" to position 
herself conditionally; however, Brittney made the very evident identity equation "you are 
their need" (line 8). 
As part of the method outlined by Davies and Harré (1999, p. 47), I examined the 
storyline from the four internal perspectives discussed in Chapter III. In Table 12, the 
first column shows each possible perspective for action occurring in the interview. In the 
second column, there is a reduced synopsis of events from the perspective provided. In 
the third column, the determinate speech actions, that is the "most prominent stances" 
(Ribeiro, 2006, p. 74), were presented. Sometimes, these stances were superficial, but 




Table 12– Internal Storyline Perspectives 1 
RQ1 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Brittney's storyline, as 
perceived by Brittney 
Russell referred to a previous 
discussion point about 
Brittney’s students needing a 
strong role model. 
Brittney's determinate speech action 
described social conditions for her 
change in identity.  
Brittney's storyline, as 
perceived by Russell 
Brittney described what 
precipitated her change in 
thinking about herself. 
Brittney's determinate speech action 
was describing why she helped 
people. 
Russell's storyline, as 
perceived by Russell 
Russell sought to know about 
Brittney as a strong role model. 
Russell’s determinate speech act 
was seeking understanding. 
Russell's storyline, as 
perceived by Brittney 
Russell sought to know about 
Brittney as a strong role model. 
Russell’s determinate speech act 
was seeking how Brittney became 
a strong role model. 
 
RQ1 – Introduction 2  
 Analysis of a second excerpt from Brittney’s narrative revealed significantly more 
about the student group and its impact on Brittney. This response included specific 
challenges for the physical survival of her student musicians. Brittney reflected on her 
background, including band and broad experiences, that shaped her identity. 
RQ1 – Excerpt 2 
R: So how has school (.) and how has the LGBT Band (..) changed your life (..) both  1 
 the school band and the LGBT band? 2 
B: The kids have shown me (..) um 3 
 how privileged of a life I actually had (?) 4 
 I never had the experience (.) until (.)  5 
 I was at (.) I wouldn’t until I was teaching at school,  6 
 of a student being chased by a meth addict up the street (.) //right// 7 
 and pounding on the high school door screaming to let them in //right// 8 
 like (.) It's not something //right// I ever had to worry about  9 
 when I was growing up. //right// 10 
 you know like (.) “Oh, I can't pay you ten dollars for this shirt  11 
 until my mom gets paid //right// and that's two weeks from now,  12 
 because we have no money for the next two weeks //right//  13 
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 [ACC] not something I ever had //right// to worry about //no// (..) 14 
 um (..) you know (.) things like that just (..) it makes it (.) and it, it changes you 15 
 //okay// um in a way for the better (.)  16 
 because you become even more compassionate  17 
 and you just feel (..) you just feel lucky //right// 18 
 to be (.) to be (.) you know //right// (..) to have people  19 
 who could take care of you //right// (..) um (..)  20 
 and, and your life was secure (.) //right// and safe //right//  21 
 whereas their lives may not be secure OR safe //sure sure//  22 
 um (..) so that, that has [DEC] really really deeply affected me  23 
 in the four years that I've been there (.) //okay// 24 
 um because those are all experiences (.) 25 
 that kids have come and talked to me about //right// 26 
 um and it's also where my philosophy changed //right// (..) from (.) band band band 27 
 //right// to let's form (.) adults //okay// who can (.) who can (.)  28 
 problem solve and //okay// (.) be part of a community  29 
 to help people and (.) //okay// you know things like that //right//30 
      Interview 2(45:31) 
RQ1 – Narrative Analysis 2 
 This excerpt was preceded with a question about how the school band has 
changed her. Brittney began by declaring that her students “showed her” how privileged 
she was (lines 2–3). Brittney positioned herself as narrator (line 5) and then used the 
present subjunctive to tell a story about a student pursued by a person high on 
methamphetamines. Using the “discourse marker” (Schiffrin, 1988) “like” to pivot, 
Brittney repositioned herself from narrator to interviewee, to declare her experiences 
growing up as distinct from the student experiences (line 9). Next, she used the discourse 
marker “you know” to animate a student providing a reason for not paying for a band 
shirt because “we”—the student and their family—had no money for two weeks (line 11). 
Brittney then repositioned herself as the interviewee to distinguish her youthful 
experience from the student's experience and build upon the understanding of her 
privilege (line 14). Brittany reflected on the student situations she presented, using the 
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“indefinite you,” and reflexively positioned herself to share her newfound understanding 
of privilege in her youth (lines 15–24). Brittney then positioned her student-teacher 
experiences distally as “those” experiences and located them at an “indefinite where” to 
establish a transitional point of new understanding (lines 25–27). At this indefinite point, 
her philosophical outlook changed from “band, band, band” to “let's form adults.” In this 
new philosophy, Brittney repositioned herself with the objective indefinite pronoun “us” 
to advocate for something community-oriented, dynamic, and sustaining from the 
podium. 
 In Table 13, Brittney’s reflection and my brief empathic utterances were actions 
of shared understanding to realize privilege, despite some challenges, during her 
adolescence. The physical dangers Brittney and I each knew as youths were minor 
compared to the pursuit of a middle school student by a “meth addict” on the way to 
school. Her students were in very challenging situations financially and socially, and that 
realization shaped her work on the podium. 
Table 13 RQ1 – Internal Storyline Perspectives 2 
RQ1 – Internal Storyline Perspectives 2 
Perspective Storyline Determinate speech action 
Brittney's storyline, as 
perceived by Brittney 
Russell wants to know how the school 
band and the metropolitan LGBA 
band have changed her life. 
Brittney's determinate speech 
action was reflecting.  
 
Brittney's storyline, as 
perceived by Russell 
Russell sought to know how Brittney 
was affected by her school band and 
the LGBA band. 
Brittney's determinate speech 
action was reflecting. 
 
Russell's storyline, as 
perceived by Russell 
Russell asked the Brittney about the 
differing impacts from two different 
social settings. 
Russell’s determinate speech 
action was being empathetic 
to the conductor. 
Russell's storyline, as 
perceived by Brittney 
Russell sought information about two 
distinct experiences from the 
interviewee. 
Russell’s determinate speech 




RQ2 – Introduction 1
 In the first interview, I asked Brittney to reconstruct some of her band experiences 
and how she came to identify as bisexual. In response, she narrated an identity-related 
story from high school band that affected her considerably. Her response was a story that 
included dealing with adolescent challenges of bullying, rejection, and physical safety. 
RQ2 – Excerpt 1
B: So (…) I started to notice (.) in high school (.) that I wasn't like (.) other people (.)  1 
 and that's where (.) [ACC] another part of the Midwestern thing came in. (.) 2 
 They were (.) my high school (.) peers were very against it. (.) umm (.) 3 
 They weren't comfortable (.) [ACC] with people who identified  4 
 differently than they did. 5 
R: OK so, what age are we at, or what grade are we (.) 6 
B: I was like a junior or senior. 7 
R: Okay, so we're looking at (.) 8 
B: 17, 18. 17, 18 years old (.) Yeah (.) uh and (.) I did (…) almost come out to someone 9 
 and her family (…) came after me. They pursued me (.) um for (.) being different, 10 
 and (.) in the eyes of God, being awful. 11 
R: Okay, yeah. I was gonna ask you the (.) their perspective. Okay. Okay. 12 
B: Yep. And so I hid (.) until I was a senior in college. 13 
      Interview 1(25:25) 
RQ2 – Narrative Analysis 1 
 The excerpt began with Brittney declaring awareness of unspecified differences 
from others in high school. She then presented an aside with indexical information and 
attribution as something peculiar to the Midwest (line 2). Brittney continued the aside and 
personalized "other people" as "they" and "my high school peers" (line 3). Brittney 
paused slightly before uttering "peers" and then clarified that her peers were against an 
unprepared pronoun "it." (line 4). "It" possibly referred to her high school sense of 
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difference, her bisexual identity, or another concept, but it was something unnamed and 
dehumanized. Brittney equated her peers to uncomfortable, literally, herself whom. She 
positioned as reflexively indefinite, "people who identified differently" (lines 4–5). I 
asked Brittney to clarify the age or grade she was talking about, and she responded that 
this event occurred in Grade 11 or 12. She told me directly that she almost came out to a 
classmate and repositioned herself to narrator to tell a story. Even though Brittney came 
close to sharing her sexual orientation identity with a friend, the friend's family suspected 
that Brittney was not heterosexual, and subsequently, "they pursued" Brittney. The 
pursuit was based on the family's unconfirmed knowledge of Brittney's sexual orientation 
identity, seemingly evident outside of Brittney's self-awareness. Further, Brittney 
reflexively positioned herself within the pursuing family's religious perspective as 
"awful" (line 12). Finally, Brittney narrated the story ending of "I hid," which was a 
figure of speech for, presumably "the closet" (see Chapter 2) or some identity 
management (Griffin, 1991).  
 I asked Brittney how she came to identify as bisexual (see Table 14), and her 
response included some intense and disturbing challenges. Given the insecurities of 
adolescence, the possibility of physical pursuit by an untold number of people on the 
hunch of sexual orientation difference was alarming. This story also had a religious 
element behind the pursuit. Negotiating organized religion was a persistent challenge for 




Table 14 RQ2 – Internal Storyline Perspectives 1 
RQ2 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Brittney's storyline, as 
perceived by Brittney 
Brittney was asked to reconstruct 
how she came to know herself as 
bisexual. 
Brittney's determinate speech 
action was reflecting. 
Brittney's storyline, as 
perceived by Russell 
Russell sought to know how she 
came to identify as bisexual. 
Brittney's determinate speech 
action was a reaction to others. 
Russell's storyline, as 
perceived by Russell 
Russell asked Brittney how she 
came to know herself as bisexual. 
Russell’s determinate speech 
action was seeking details. 
Russell's storyline, as 
perceived by Brittney 
Russell sought information about 
my sexual orientation identity 
awareness. 
 Russell’s determinate speech 
action was following Brittney’s 
story. 
 
RQ2 – Introduction 2 
In this second excerpt, Brittney shared a humorous identity-influencing event 
story from her first year of teaching. I asked her about being a strong role model for her 
students, and through her story, Brittney revealed a level of confidence that was 
considerably different from most other stories. I felt I earned her trust. 
RQ2 – Excerpt 2 
B: It's just (..) making sure that you are there :: (.) for them  1 
 and that's what they need the most,  2 
 is someone who they know is going to be there for them. 3 
R: Right (..) um. (..) Did you ever um (..) imagine  4 
 yourself being uh (.) [Brittany laughs] that strong or that powerful, I mean (?) 5 
B: I, I didn't and honestly it's a kind of, kind of a funny story. 6 
 The first time I ever (..) realized (.) it was happening,  7 
 I was actually at a middle school (..) and (.) they heh 8 
 I was in a class (..) of all seventh-grade girls (..) 9 
 if you can imagine (..) and :: they look at me  10 
 and they and (.) they never call you by your first name or your (.) last name.  11 
 They just call you Miss, which is great for this interview [‘HHH] 12 
 and so they say, “Miss (.) do you have a boyfriend?”  13 
 And I say (..) “No I don't (..) no.”  14 
 And they [laughing] say, “Why not?”  15 
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 And I was like (..) “I don't know.”(..) 16 
 And this little girl in seventh grade, seventh grade trombone player (..) 17 
 stands up and she goes  18 
 “Miss is a strong [laughing] independent woman //[R: laughs]// 19 
 and she don't need no man.” 20 
 And I mean, like (..) they're right but [laughs] they (.) I mean //right// (..) 21 
    Interview 3(20:19) 
 
RQ2 – Narrative Analysis 2 
 Initially, Brittany positioned herself as a narrator to tell passively and reflexively 
using the "indefinite you" that being a role model meant being present. She repeated the 
"indefinite you" to allude to someone, perhaps herself, who needed to be present (line 3). 
When asked about flipping to that previously discussed strong social identity (see RQ1-
positioning theory analysis 1), Brittney initially responded directly; however, she 
repositioned herself as narrator and indexed herself in a middle school class of all girls 
(line 9). Brittney toggled back and forth between narrating and presenting an 
informational aside to the interviewer to deliver context. Then, Brittney animated one of 
her students and herself in dialogue (lines 13–20). As a student interlocutor, Brittney 
asked the question to herself, "Miss, do you have a boyfriend?" using the customary 
indefinite nameless title. While animating herself, Brittney claimed not to know why she 
did not have a boyfriend. This presumption of heterosexuality ended when Brittney 
described the dramatic ascent of a "little girl in seventh grade" and animated the student's 
response of "Miss is a strong independent woman and she don't need no man." In this 
statement, Brittney was positioned by her students as a "strong independent woman." 
After this statement, Brittney repositioned herself as the interviewee and emphatically 
accepted the student positioning. 
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 Brittney's students had many challenges, but they were also a fantastic source of 
inspiration. In this story and as seen in Table 15, I sought information about the role 
model Brittney tried to be, which was confirmed by her students. Brittney's student 
acceptance of the student confirmation was an act of self-validation that was wonderful to 
hear and share. 
Table 15 
RQ2 – Internal Storyline Perspectives 2 
Perspective Storyline Determinate speech action 
Brittney's storyline, as 
perceived by Brittney 
Brittney responded to the question 
of how she was a role model.  
Brittney's determinate speech 
action was self-reinforcement. 
Brittney's storyline, as 
perceived by Russell 
Russell sought to understand how 
Brittney was a role model to 
music students. 
Brittney's determinate speech 
action was self-validation. 
Russell's storyline, as 
perceived by Russell 
Russell asked Brittney to describe 
how she was a role model.  
 
Russell’s determinate speech 
action was recognition of 
Brittney as the role model. 
Russell's storyline, as 
perceived by Brittney 
Russell sought information about 
being a role model.  
 Russell’s determinate speech 
action was seeking information. 
  
RQ3 – Introduction 1
 I selected a brief excerpt for analysis that helped me understand how Brittney 
presented herself in context on the podium. This response was to a direct question about 
the morality clause in her contract and how she managed that restriction. I felt the 
anguish in her response. 
RQ3 – Excerpt 1
B: It doesn't so much (.) inhibit who I am on the podium (...)  1 
 I still conduct and teach the same way I would  2 
 at a public school (…) um or any other place  3 
 It (.) mostly inhibits how I interact with children (…)  4 
 and how I'm supportive of them (.) 5 
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 because we do have several gay students (.) at the high school (.)  6 
 and :(.) I can't be supportive of them (…) in the way that I would want to be. (...)7 
     Interview 1(37:29) 
RQ3 – Narrative Analysis 1 
 Brittney responded directly but in the passive voice, referring to the morality 
clause as an indefinite, animated "it" (line 1). The clause did not negatively impact her 
professional podium work or teaching work (lines 2–3). However, Brittney animated the 
moral clause to say it "inhibits" her behavior, specifically her interpersonal relations with 
the students (lines 4–5). Brittney used the "editorial we" to speak for the high school to 
declare "we do have several gay students" (line 6). Brittney then repositioned herself as 
an interviewee to directly to declare that she cannot be their supporter concerning sexual 
orientation. As reinforcement of that situation, Brittney positioned the gay students 
distantly as "them." 
The purpose of this research question was to seek understanding through self-
description. While Brittney agreed to her employment contract's morality conditions 
stifling her identity expression, the restraint took a toll: She was very frustrated (see 
Table 16). The anguish of not being able to support an LGBTQIA+ student, especially 
given some of the other challenges previously discussed, was evident, and I have not 





RQ3 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Brittney's storyline, as 
perceived by 
Brittney 
Russell asked about how the moral 
clause was managed in the 
classroom.  
Brittney's determinate speech 
action was expressing 
frustration. 
Brittney's storyline, as 
perceived by Russell 
Brittney described how she managed 
the tension between her sexual 
orientation identity and an adverse 
moral clause. 
Brittney's determinate speech 
action was clarifying 
behavioral limits. 
Russell's storyline, as 
perceived by Russell 
Russell asked about managing in a 
work environment in which there is 
a moral clause.  
Russell’s determinate speech 
action was seeking 
understanding. 
Russell's storyline, as 
perceived by 
Brittney 
Russell asked about the classroom, the 
podium, and what happens with a 
moral clause. 
Russell’s determinate speech 
action was seeking practical 
understanding about work.  
 
Michelle 
The second narrative analysis was for Michelle, a 29-year-old female who 
identified as a “gay lady.” Michelle was raised in an upper-middle-class home in the 
Mid-Atlantic. She was the assistant band director and conductor in a suburban upper-
class public school attended by predominantly White Latter-day Saint students and 
Catholic students. Michelle was in her second year of teaching when I interviewed her. 
RQ1 – Introduction 1
I asked Michelle how her LGBTQIA+ identity fit with her Midwest identity. 
While Michelle liked her job and told several stories about her school administrators' 
overt support, she was unsure how long she might stay. The following analysis 
considered Michelle's musical situation. 
RQ1 – Excerpt 1 
M: But in terms of the way: (...) that I experience my current environment(?) 1 
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 (…) I don't know (.) um (.) I feel like I have to be (.) [snicker] cautious (.)  2 
 //sure// in the midterm (.) um  3 
 There was actually (.) an incident (…) last week     4 
 where a student basically came to us and said that um (…) 5 
 uh there's a student (.) that other: kids perceive (..) uh: to maybe be gay  6 
 and: the student who came to us said like (.)  7 
 “this person’s staring at me while we’re changing  8 
 and I find it really uncomfortable and (.) she just is way too :: 9 
 like (…) her behavior [ACC] with girls is inappropriate and  10 
 I think it’s disgusting.”  11 
 And (.) so I was just like, (?) “Oh (.) homophobia (.) hello.” //OK// um: (...)  12 
 So:: (..) [ACC] I mean that I'm cautious in the sense that  13 
 I (..) am trying to make (.) students who need to know (.) know who I am, 14 
 but at the same time it's like oh (?) well (.) that student and their family  15 
 would probably not take that too well (.) so: 16 
 what do I do with the situation?17 
      Interview 2 (44:39) 
RQ1 – Narrative Analysis 1 
 Michelle answered the question directly, saying that her sexual orientation 
identity fit with her Midwest identity, and she indexed herself within her environment to 
examine her feelings (line 1). Michelle described experiencing her environment with 
uncertainty and said she experiences it with a required sense of caution (lines 2–3). 
Michelle then repositioned as narrator to explain the sense of caution (line 4). Michelle 
used the relative adverb "where" to index the incident indefinitely, and then she animated 
a student who approached "us," Michelle, and the other band director (line 5). Michelle 
animated the student tattling on another student, whom the other kids thought to be gay 
(lines 6–7). The animated student verified the other students' knowledge and testified that 
the perceived gay student was "staring" at her (line 8). Michelle continued animating this 




 Additionally, Michelle created an identifiable sense of otherness by using "this 
person," "she just," and "her behavior" (lines 8–10). Further, the perceived gay student's 
behavior, or maybe homosexuality in general, was positioned as "it" and declared to be 
disgusting within the story (line 11). Michelle animated and embodied the notion of 
homophobia, perhaps generally or in the student, as an entity who Michelle, as herself, 
greeted (line 12). Michelle returned to the role of the interviewee, explaining her cautious 
attitude (line 13). Despite the need for caution, Michelle took calculated risks so the right 
students could know "who I am" (line 14). Michelle then used an aside and used the 
distal demonstrative pronoun that to index the previously animated student remotely and 
the student's family (line 15). She also theorized the family's adverse reaction to her 
identity or, perhaps, the selective broadcasting of identity. Still, in the aside, Michelle 
ended the excerpt with a statement of frustration or begrudging acceptance about the 
situation, or perhaps a broader Midwest context. 
 Michelle's unresolved tension was evident to me in this excerpt (see Table 17). 
Her caution to directly engage student homophobic attitudes was a frustration to her. She 
was happy with the school administrators; however, Midwestern homophobic attitudes, 
perhaps shaped by religion, were present in the classroom, which may have contributed 




Table 17  
RQ1 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Michelle's storyline, as 
perceived by 
Michelle 
Michelle responded to a question 
about her LGBTQIA+ and 
Midwest identities. 
Michelle's determinate speech 
action was presenting a 
dilemma. 
Michelle's storyline, as 
perceived by Russell 
Russell sought to understand the 
relationship between LGBTQIA+ 
identity and Midwest identity.  
Michelle's determinate speech 
action was expressing 
unresolved tension. 
Russell's storyline, as 
perceived by Russell 
Russell asked Michelle how 
LGBTQIA+ identity and 
Midwestern identity fit together.  
Russell’s determinate speech 
action as seeking understanding. 
Russell's storyline, as 
perceived by 
Michelle 
Russell sought information about 
how the school where Michelle 
worked influenced her. 
 Russell’s determinate speech 
action was asking if there is 
Michelle is comfortable in the 
Midwest. 
  
RQ1 – Introduction 2 
I wanted to know about Michelle’s philosophies for leading bands and helping 
people. Michelle shared that she identified with the adolescent experiences of her current 
students who were either not White or who were children of refugees in her school, based 
on her adolescent experience of being gay. This excerpt helped me think about Michelle’s 
social situation as she saw it. 
RQ1 – Excerpt 2  
M: Yeah (.) I think I'm just kind of (.) generally looking out for people  1 
 Who (.) feel like “the other” or who feel different, 2 
 [ACC] which is really interesting in my current job because (.) 3 
 there isn't a lot of um: (.) cultural or ethnic diversity, 4 
 so, the few kids that aren't upper-middle class white kids  5 
 really stand out //okay// um (.) 6 
 and have experienced (.) a [ACC] little bit of bullying and and (.) 7 
 just feeling generally different at my school  8 
 so I'm pretty in tune to that, I think more than some of my colleagues.9 
      Interview 2 (5:54) 
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RQ1 – Narrative Analysis 2 
 Michelle began by stating reflexively and casually that she looks out for people 
who feel “different,” like the phenomenological “other” (line 2). Michelle then positioned 
herself as narrator to present an explanatory aside about the absence of cultural, ethnic, 
race, and class diversity at her school (lines 4–6). For Michelle, the absence of diversity 
highlighted those students who varied from the norm (lines 6–7). Michelle repositioned 
herself as the speaker for those “different” students and described what they have 
experienced and what they felt (line 8). Then, Michelle repositioned herself as the 
interviewee to directly declare how “in tune” she was to those student feelings. However, 
she also used this sense of awareness to create distance between herself and her co-
workers, who might not be as empathetic as her. 
 Michelle’s sense of being different during adolescence and college was something 
she was reminded of routinely in her current position. However, she turned painful 
youthful memories around to become a positive motivator to care for students who were 
different (see Table 18). I found her example very inspiring.  
 
Table 18 
RQ1 – Internal Storyline Perspectives 2 
Perspective Storyline Determinate speech action 
Michelle's storyline, as 
perceived by 
Michelle 
Michelle responded to a question 
about how helping people fits 
with her philosophy.  
Michelle’s determinate speech 
action was speaking for the 
students who felt different 
Michelle’s storyline, as 
perceived by Russell 
Russell sought to understand the 
relationship among finding 
space, leadership, and fostering 
understanding. 
Michelle’s determinate speech 
action was empathy 
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Russell's storyline, as 
perceived by Russell 
Russell asked Michelle about her 
practice as a leader.  
Russell’s determinate speech action 
was seeking understanding of 
Michelle’s goals. 
Russell's storyline, as 
perceived by 
Michelle 
Russell sought information about 
her space, her philosophy, and 
her perception of how that helps 
Michelle help others. 
Russell’s determinate speech action 
was asking about her philosophy 
 
RQ2 – Introduction 1 
 Michelle described the suburb where her upper-class public school was located as 
"insular" and "on the conservative side." She was in only the second year of teaching at 
that school, but she was in her sixth year of teaching. After four years at her previous 
school, she returned to school for her master's degree. At her first school, challenges with 
student behavior in her music classroom affected Michelle's podium practice. 
RQ2 – Excerpt 1 
 M:  I remember: my (.) pre-observation meeting  1 
 with one of my assistant principals. (…) 2 
 She had talked about, like what are your goals for the year,  3 
 what are the most important things for you? 4 
 And I said um (…) heh, one of the things I want is  5 
 for students to become better listeners, but also to :: have a better way (..) 6 
 of not only expressing themselves musically, but like talking about  7 
 emotion and feelings because (.) especially for adolescent (.) boys,  8 
 I feel like there isn't a lot of opportunity for that to happen  9 
 and that can become really toxic. //right// (..) um (..)   10 
 Or (..) I I felt that way in my last school system too when I first got there I was 11 
 Like, why are my ten-year-old boys so angry?//okay// (..) um 12 
 And when I found out (.) about (.) what some of their own lives were like, 13 
 I was like, well that's (.) a really logical response. um (..) 14 
 So actually one of my (.) most powerful moments teaching in my first job  15 
 was not (.) necessarily playing any music. 16 
 I had students (.) present popular music to their class  17 
 and talk about why it was meaningful to them. : (..) 18 
 And I had a student (.) who talked about why uh (..) 19 
 he brought in an edited version of an Eminem song //right//  20 
 and so it was clean um (..)  21 
 and he just talked about why :: - 22 
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 it it was an angry song but it was also hopeful (.)  23 
 and he felt that way because his dad (.) was in prison  24 
 and he was just so angry about that situation but um (..) 25 
 he also felt like you know he had a shot for the future  26 
 and that (.) that (.) there //okay// was still a chance for him to do something (.) 27 
//right// 28 
 productive with his life //right//  29 
 and that was one of the //right// biggest teaching moments for me. (…) 30 
 I scrapped my whole :: curriculum and (.) instead of playing instruments  31 
 we (.) went a very different route, and it had (.) good results for the kids. 32 
      Interview 2 (55:12) 
 
RQ2 – Narrative Analysis 1 
 Michelle began by narrating the context for a story about a meeting with her 
assistant principal. Michelle animated the assistant principal to ask about goals and 
priorities (lines 3–4). Then, Michelle animated herself to respond with the desired student 
outcomes of becoming “better listeners,” “expressing themselves musically,” and being 
able to talk about “emotion and feelings” (lines 5–8). Michelle repositioned herself as 
interviewee to share that adolescent boys need more opportunities for emotional outlet for 
good emotional health (lines 8–10). Michelle recalled this same observation about the 
adolescent boys at her last school (line 11). Then, she alternately animated herself and 
responded to me directly to describe her discovery process about the need for the 
adolescent boys to express their emotions. This realization was one her “most powerful 
moments teaching,” and it did not involve playing music (lines 12–16). Michelle then, 
narrated a biographical story from her previous job in which she asked students to share 
about meaningful popular music to explain her empathy. Throughout the story Michelle 
narrated context, presented asides about the popular song chosen by one student, and 
reported on this student. “He brought,” “he talked,” “he felt,” “he was so angry,” and “he 
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felt he had a shot” (lines 17–29) was Michelle’s succinct narration that answered her self-
animated question “…why are my ten year old boys so angry?” (line 12). She 
repositioned herself as interviewee to equate understanding what some of her students’ 
lives were like (line13) with one of her “biggest teaching moments” (line 30). After that, 
she repositioned herself as narrator to tell how she changed teaching methods before 
using the “editorial we” to identify with her students (lines 31–32).  
Analyzing this story reminded me about the depth of Michelle’s concern for other 
people. As I thought about the challenges she faced in her life, I felt Michelle bonding 
with these students who needed an outlet that, perhaps, Michelle also needed during her 
youth. Her story of fundamental understanding and empathy was very powerful to me 
and I recognized her personal and professional transformation (see Table 19). 
Table 19 
RQ2 - Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Michelle's storyline, as 
perceived by 
Michelle 
Michelle responded to a question 
about her school's support of 
musical development.  
Michelle's determinate speech 
action was empathy. 
Michelle's storyline, as 
perceived by Russell 
Russell sought to understand how 
her school influenced Michelle. 
Michelle's determinate speech 
action was validation. 
Russell's storyline, as 
perceived by Russell 
Russell asked Michelle how her 
school supported her. 
 
Russell’s determinate speech action 
was recognition of Michelle's 
transformation. 
Russell's storyline, as 
perceived by 
Michelle 
Russell sought information about 
how Michelle’s school 
influenced her.  
 Russell’s determinate speech action 
was reinforcing her alignment 





RQ3 – Introduction 1  
I was curious about how Michelle’s empathetic concern for her students shaped 
her approach to her work on the podium. She described how she prepared to conduct, felt 
on the podium, and did what was necessary as a conductor, and then I asked her how she 
described herself on the podium. Her response to that question was focusing on one of 
her students.  
RQ3 – Excerpt 1  
M: I'm not sure. (.) I'd be really curious to ask my students that question. [R: laughs] 1 
 Another student that um (..) is really ::  2 
 a pretty complex and a pretty interesting kid to me um (..)  3 
 you know, had mentioned that she had been (..) 4 
 pretty severely depressed before she joined band and um (.) 5 
 she went from being (.) not very engaged in the school community  6 
 to being (.) like (.) really comfortable in band and really um excited about music. 7 
 She's going into music //mm..hmm// next year //great// um, (..) 8 
 and she : wrote to me she had only played drum set (.) before she joined band. 9 
 So she (.) um, had played in like mostly : (..)  10 
 I think mostly rock music (.) situations,  11 
 and I gave her (.) um a timpani part on this piece  12 
 that was you know (..) pretty uh : (..) pretty bold (.) //mm..hmm// 13 
 and pretty exposed at times, and she had some big solo parts  14 
 and she's a pretty introverted kid. (..) um  15 
 So I (.) I wondered at times, cause I could tell, like (.)  16 
 this is hard for her, this is outside her comfort zone. (.) um 17 
 But she wrote to me at the end of that semester, 18 
 “This is probably the most fun I ever had playing music in my life.”(..) um (..) 19 
 So :: (..) things like that where (..) uh (..)  20 
 I think that's the goal is I get a good enough read on various students  21 
 and I make choices (..) //okay// 22 
 that push them just a little bit outside their comfort zone //mm..hmm// 23 
 where they grow but they aren't (..) freaking out //okay//24 




RQ3 – Narrative Analysis 1 
 Michelle did not answer the request to describe herself by providing a direct 
answer; however, she repositioned herself to the narrator and prepared the listener with 
some reflexive thoughts about a student (lines 2–4). Then, Michelle alternately narrated a 
story and animated the student to relay the student’s change from “depressed before she 
joined band” to “really comfortable in band and excited about music” (lines 5–7). 
Michelle presented an aside about the student’s subsequent academic plan (line 8) before 
narrating and animating the student again (line 9). After an aside about the student’s 
background (lines 10–11), Michelle, as a conductor, narrated events from her perspective, 
directly talking as an expert about percussion music (lines 12–14). Then, Michelle 
repositioned herself as a teacher to talk about the risk she took by giving the introverted 
student exposed and solo parts (lines 15–17). At the end of the semester, Michelle 
received a letter from her student. Michelle animated the student who shared the tympani 
challenge was “the most fun I ever had playing music in my life” (line19). From that 
story, Michelle repositioned herself as the interviewee to describe her actions on the 
podium of “reading” her students and “pushing” them gently to grow.  
 Michelle used a story to answer the request obliquely (see Table 20) to describe 
herself on the podium. Eventually, she answered that question by describing what she did 
on the podium. This description of “doing,” instead of “being,” seemed to agree with 





RQ3 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Michelle's storyline, as 
perceived by Michelle 
Michelle responded to a question 
about how she described herself 
on the podium. 
Michelle's determinate speech 
action was reflecting.  
Michelle's storyline, as 
perceived by Russell 
Russell asked Michelle to describe 
herself as a conductor.  
Michelle's determinate speech 
action was a telling a story to 
obliquely answer a question. 
Russell's storyline, as 
perceived by Russell 
Russell asked Michelle how she 
thought about herself in the 
moment of conducting.  
Russell’s determinate speech 
action was recognition of 
Michelle's perspective. 
Russell's storyline, as 
perceived by Michelle 
Russell sought information about 
her view of herself on the podium. 
Russell’s determinate speech 
action was seeking reflection. 
 
Trevor 
The third narrative analysis was for Trevor, a 26-year-old self-identified gay man. 
Trevor was raised “comfortably middle” class, and his family moved every several years 
for his father’s work. He attended a rural state university on a music scholarship for 
music education. At the time of the interviews, Trevor was in his fourth year of teaching. 
He was the only music educator/conductor in his middle-class urban parochial middle 
school with about 350 students. Additionally, he was the only male faculty member.  
RQ1 – Introduction 1  
For Research Question 1, I asked Trevor about his band and the school culture. 
He shared information about the students, ensemble, and responsibilities. Then I asked 
him about himself. He couched his answer in the culture of the school. 
RQ1 – Excerpt 1  
T: Un I think there’s a :: (…) 1 
 because I'm the only : (?) music teacher (.) at the school (.)  2 
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 I think there's a bit of a : (..) “pull yourself up by the bootstraps” (.)  3 
 kind of (…) um (…) attitude (.)  4 
 [ACC] there's not anyone to hold your hand certainly (.)  5 
 Um (..) and there's (…) also a sense of (.) like, accountability (.) 6 
 um [ACC] because it's kind of “here's your keys see you in May.” 7 
 //right right// um (…) So I think there (…) [ACC] for the culture of the school (.) 8 
 there's definitely (..) they want and need someone (.) who can be  9 
 self-directed, self-motivated (..) kind of to go along in that faith (..)  10 
 which (..) [ACC] maybe the Midwest is like that? [laughs] 11 
 [ACC] I mean we're pretty self-sufficient (.) like if (.) you know (.) 12 
 in the attitude of each coast if they can survive (.)  13 
 without the flyover states in the middle,  14 
 [ACC] we must be doing something on our own here. [laughs]15 
      Interview 1 (27:30) 
RQ1 – Narrative Analysis 1 
 Trevor began by answer directly, and then he presented an informational aside to 
provide context (line 2). He repositioned himself as an interviewee to directly 
communicate his belief about a pervasive attitude in the school (line 3). Trevor used the 
distal “there” to index the school and to create a space to animate the school’s possession 
attitude of self-reliance (lines 3–4). Trevor continued to declare reflexively, via the 
“indeterminate you,” that he was on his own (line 5). Trevor animated the school again as 
both having a “sense of accountability” (line 6) and as saying, “Here’s your keys. See 
you in May” (line 7) to communicate that “they,” perhaps the administrators, need self-
reliant employees (line 8). Trevor stopped animating the school and repositioned himself 
as the interviewee to animate and infuse the Midwest with self-reliance (line 11). He 
repositioned himself with “editorial we” as, perhaps, all Midwesterners and to declare 
self-sufficiency. This self-sufficient identity was contrasted against the coastal “they,” 
who could survive without the “flyover states” (lines 14–15). Trevor concluded by re-
identifying with the Midwest or all Midwesterners again using the “editorial we,” which 
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may have encompassed multiple meanings, including that the Midwest is doing okay on 
its own and, by extension, his school culture is okay, and he views himself as self-
sufficient. 
 Trevor’s sense of self-reliance fit in with the perceived autonomy of the school 
administrators. Trevor recognized that in himself (see Table 21) obliquely twice in this 
excerpt. This self-reliant attitude was also a point of identification with the school and the 
Midwest.  
Table 21 
RQ1 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Trevor's storyline, as 
perceived by Trevor 
Trevor responded to a question 
about Midwest stereotypes and 
conducting. 
Trevor’s determinate speech action 
was identifying with his school’s 
Midwest attitude. 
Trevor's storyline, as 
perceived by Russell 
Russell sought to understand how 
Trevor’s Midwest experiences 
affected his conducting. 
Trevor’s determinate speech action 
was to recognize his professional 
autonomy. 
Russell's storyline, as 
perceived by Russell 
Russell asked Trevor about the 
interplay between the Midwest 
and conducting. 
Trevor’s determinate speech action 
was seeking understanding of 
Trevor’s perspective. 
Russell's storyline, as 
perceived by Trevor 
Russell sought information about 
the Midwest and conducting. 
Trevor’s determinate speech action 
was to communicate self-reliance. 
 
RQ2 – Introduction 1 
 In a questionnaire response, Trevor described himself a very proficient conductor 
(see Table 8). I asked him about his journey from being a student conductor to be a 
professional. His theatrical and humorous response included a challenge he negotiated on 




RQ2 – Excerpt 1 
T: And I had met (.) this woman several times and like knew her pretty well, um (…) 1 
 and she's admittedly kind of a hot mess (..) and a blowhard. //okay// 2 
 And I knew no one else [laughing] wanted to go and 3 
 do their apprenticeship with her. //okay// 4 
 So I was like, well, rather than have to drive 10 miles out of town  5 
 to the middle of nowhere, (.) I'll go to that [laughing ] Catholic school. //right// 6 
um (..) And I mean (..) to some degree I picked up (.) a lot of great things  7 
 and I picked up some things that were like, (.) 8 
 she was a dire warning of how not to be a good teacher, but (.) 9 
 there were several days where [laughs] she was just like,  10 
 [CHANGES TO COMIC VOICE] “I've got a headache (.) here (..)  11 
 get the band to play!”  12 
 and like, (.) just handed me the [laughing] baton and so it’s like, “Well (.)  13 
 okay, here we go.”14 
      Interview 2 (39:00) 
RQ2 – Narrative Analysis 1 
 Trevor shared some background on undergraduate experiences and social 
connections for his student teaching internship. To talk about conducting during his 
student teaching, Trevor began as narrator and positioned the host teacher using the 
proximal demonstrative pronoun “this woman.” Trevor followed that proximal reference 
with knowing her well (line 1). Then Trevor delivered an aside about the teacher and 
showed a more personal relationship by using the pronoun “she” but described her as 
both a “hot mess” and a “blowhard” (line 2). Trevor resumed as narrator and animator for 
the music education students in his student teaching year group (line 3). He animated the 
fellow students who did not “want to go” or “to do” their student teaching with the 
repositioned, less personal, “her” (lines 3–4). Trevor then animated himself to 
communicate his reason to train with this teacher, which he laughed about (lines 5–6). 
Trevor resumed his role as the interviewee and directly shared that he learned positive 
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things (lines 7–8). Instead of completing the thought that he learned negative things, 
Trevor narrated an aside in which he described the teacher as a “dire warning” (line 9). 
Trevor then indexed “several days” during student teaching to animate the teacher 
comically, perhaps with “campy” dramatic exaggeration. During one of those days, the 
animated teacher told Trevor, “I’ve got a headache. Get the band to play!” (lines 10–12). 
Trevor followed this directive, animating himself receiving the baton and positioning 
himself with the band students using the “editorial we” to say, “Here we go.” and start 
conducting. 
 This story resonated with me: I empathized with Trevor, who had questionable 
guidance but met the situation with grace and turned it into something positive. Trevor 
was unphased by being set up poorly (see Table 22) and did his best, without supervision. 
In this story, I also was able to hear and see Trevor’s vocal command and theatricality, 
which he used effectively as a communication tool. 
Table 22 
RQ2 – Internal Storylines Perspectives 1 
Perspective Storyline Determinate speech action 
Trevor's storyline, as 
perceived by Trevor 
Trevor responded to a question 
about his transition from student 
to professional conductor. 
Trevor's determinate speech action 
was sharing biography. 
Trevor's storyline, as 
perceived by Russell 
Russell sought to understand how 
Trevor came to feel like a very 
proficient conductor.  
Trevor's determinate speech action 
was the acceptance of his 
student teaching experience. 
Russell's storyline, as 
perceived by Russell 
Russell asked Trevor what the 
cause of the change in self-
understanding was.  
Russell’s determinate speech 
action was commiseration. 
Russell's storyline, as 
perceived by Trevor 
Russell sought information about 
the transition to become a very 
proficient conductor.  
Russell’s determinate speech 
action was agreement. 
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RQ3 – Introduction 1 
 As the only music educator at his school, Trevor told how he incorporated 
educational theory into discussions with other faculty members. Discussing educational 
theory, instead of music education theory, helped him gain acceptance among the faculty. 
He shared with me his “complete 180” regarding classroom management using 
“restorative education,” that is “full participation in the learning process and the 
development of community” by the student (Adamson & Baile, 2012, p. 147). I asked 
him if he employed this full participation process on the podium, and he said “maybe,” 
and provided the example in the following excerpt. Trevor’s management practice change 
mattered to him, and I felt his belief in the positive impact of this concept on himself. 
RQ3 - Excerpt 1 
T: This morning actually again in fifth grade band (..) 1 
 Um (.) [ACC] we're playing jingle bells out of Essential Elements (.), 2 
 and :: (.) my trumpets (.) have a tendency to be (.) REALLY LOUD (.) and (.) 3 
 on repeated notes they just speed [ACC] up and up and (.) up, and so :: 4 
 I said [ACC] “Okay, let's isolate it (.) percussion and tr (.) and brass. (.)  5 
 Play what you got.” (.) And we went through it, (.) 6 
 and I said “Can anyone tell (..) how (.)  7 
 and I(..) kept my steady beat. (..) 8 
 They got to the end of the song two measures ahead of me. (..)  9 
 I said, “Can anyone tell (..) what's happening?” (..) 10 
 They all said, (..) “We're speeding up.” (..) 11 
 “Where are we speeding up?” 12 
 They said, “Well, we finished(.) way (.) before you.”  13 
 “Well, where did that start?”(.)  14 
 And one of my percussionists, (..) like, (.) 15 
 she kind of looked at the trumpets :: (.) and she looked at her hands :: (..) 16 
 and I (..) I don't know if there was kinesthetic thing going on there, (.) 17 
 but then [ACC] suddenly she like raised her hand and  18 
 she was like, (.) “It was on the repeated note.” [Russell laughs] 19 
 So (..) maybe, I mean (.) building self-awareness (.)  20 
 in the musician in that capacity, (.) I'm not sure if it was (..)  21 
 [ACC] me being self-aware that they needed to be self-aware.  22 
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      Interview 3 (47:23) 
 
RQ3 – Narrative Analysis 1 
 Trevor began his response to my question about restorative education on the 
podium by narrating and using the "editorial we" (the students and him) to index a 
morning rehearsal of "Jingle Bells" (lines 1–2). Trevor repositioned himself as the 
conductor to talk about some instrumentalists he positioned as trumpets—not trumpet 
players or students—and he used "camp" again, perhaps, to dramatize the section's 
tendencies of being loud and rushing (lines 3–4). Then, Trevor alternately narrated and 
animated himself as conductor (lines 5–9). Trevor repositioned himself using "us" and 
"we" to align himself with the percussion and brass to solve a musical problem. He used 
"you," "they," and "anyone," "percussion," and "brass" to separate himself from the 
musicians. After the musical problem was performed, Trevor animated the entire band 
and himself alternately in dialogue (lines 10–14). Trevor then narrated and animated one 
of his percussionists (lines 15–16). This animation was followed by aside to 
communicate what he perceived the percussionist was doing before dramatically 
animating the percussionist's moment of understanding (lines 17–19). He repositioned 
himself as an interviewee to interpret the rehearsal scenario by linking the student's self-
awareness with the restorative education practice. 
 At this moment of understanding, the individual percussionist's impact on the 
band was emotion-filled (see Table 23). I think part of the emotion was Trevor's 
happiness for the individual student understanding, and I suspect part of it was related to 
 
 99
his ensemble's growth. Trevor helped the students teach each other, and that part of his 
"complete 180" was great to see. 
Table 23 
RQ3 – Internal Storyline Perspectives 1 
Perspective Storyline Determinate speech action 
Trevor's storyline, as 
perceived by Trevor 
Trevor responded to a question 
about restorative education on the 
podium. 
Trevor's determinate speech action 
was providing an applied 
example. 
Trevor's storyline, as 
perceived by Russell 
Russell sought to know what 
restorative education is like when 
employed on the podium.  
Trevor's determinate speech action 
was a displaying his 
professional growth. 
Russell's storyline, as 
perceived by Russell 
Russell asked Trevor about 
restorative education on the 
podium.  
Russell’s determinate speech 
action was seeking knowledge. 
Russell's storyline, as 
perceived by Trevor 
Russell asked if Trevor used 
restorative education on the 
podium. 
Russell’s determinate speech 




The fourth and final narrative analysis was for Jeffrey. He described himself as a 
gay cis-male who was 38 years old. Jeffrey was from a middle class suburban mid-
Atlantic state university town, and he completed his undergraduate degree at a public 
flagship research university in the mid-Atlantic. Jeffrey had lived in the Midwest for over 
a decade and was in his sixth season as artistic director for the metropolitan LGBA band. 
RQ1 – Introduction 1  
 Before this brief excerpt, I asked Jeffrey about Midwest stereotypes. Jeffrey 
responded with some details from his personal history. He moved to the Midwest to 
pursue his Master's degree in Music and was surprised to find "beautiful architecture," 
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free museums, and exceptional food instead. Jeffrey then focused on the metropolitan 
music scene, which provided insight into the social and musical situation. 
RQ1 – Excerpt 1  
J: [ACC] If you want to do the standard (.) rep, standard rep stuff [DEC] there's like  1 
 four other groups you can join. (…) 2 
 And so, um, I'm like, let’s (..) If we are the :: LGBT :: ensemble  3 
 let's :: [ACC] capitalize on those marginalized voices (..) 4 
 and amplify that.  5 
      Interview 1(26:47) 
RQ1 – Narrative Analysis 1 
 As the conductor, Jeffrey responded by creating a distinction between himself and 
local musicians by use of the "indefinite you" (line 2). Jeffrey categorized these 
musicians as only wanting to play familiar musical repertoire. He then positioned those 
groups that play only standard repertoire distally as "four other." Having created distinct 
boundaries, Jeffrey used vocalized pauses and discourse markers to reposition himself 
with the "editorial we," meaning himself and the LGBA band (line 3), to create a 
conditional situation. Jeffrey moved from the condition's premise to the realization by 
animating the band with "let us do" something, which was to capitalize on our situation, 
even as Jeffrey positioned "us" as marginal (line 4). The excerpt ended with Jeffrey's 
positioning the band collectively via another distal demonstrative pronoun to highlight 
the otherness of LGBTQIA+ people (line 5). 
 Jeffrey had been a very willing participant for this study because of the focus on 
LGBTQIA+ people. Additionally, he looked for outlets to promote personal beliefs in 
both the local LGBTQIA+ community and new music. His advocacy for both was 
realized on the podium passionately (see Table 24) with the metropolitan LGBA band. 
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This passionate advocacy was beautiful to observe and reflect upon.  
Table 241 
RQ1 – Internal Storyline Perspectives - 1 
Perspective Storyline Determinate speech action 
Jeffrey’s storyline, as 
perceived by Jeffrey 
Russell asked a broad question about 
Midwest stereotypes. 
Jeffrey's determinate speech 
action was the assessment of the 
metropolitan area. 
Jeffrey’s storyline, as 
perceived by Russell 
Jeffrey offered his insight on the 
local culture and how the LGBA 
band fit into the metropolitan 
music scene.  
Jeffrey's determinate speech 
action was advocacy for the 
LGBA band. 
Russell's storyline, as 
perceived by Russell 
Russell sought to know how Jeffrey 
felt about the metropolitan area 
through a lens of Midwest 
stereotypes.  
Russell’s determinate speech 
action was probing the relation 
of the interviewee to the local 
region. 
Russell's storyline, as 
perceived by Jeffrey 
Russell sought to know about 
stereotypes of the Midwest. 
Russell’s determinate speech 
action was looking at personal 
insights. 
 
RQ1 – Introduction 2 
 I wanted to understand Jeffrey's daily experiences as a conductor. As the artistic 
director and conductor for one of the nine Midwest LGBA bands, he shared his belief that 
the band is a "force for good." With this outlook, I was able to get a sense of what drove 
him on the podium. 
RQ1 – Excerpt 2
J: we can do more for the community (..) [mm…hmm] we don’t (..) 1 
[ACC] Doing concerts isn't enough [mm…hmm] performing at AIDS walk 2 
and it’s it’s uh :: it aggravates me to no end that  3 
we don't have a Pride parade here. (.) [mm…hmm] 4 
I think we're like the largest metropolitan area  5 
in the United States that doesn't have one (.) um (.) 6 
because (.) that's about visibility, but um (.) 7 
and that's, : (.) [ACC} “We're here, we're queer, (..) get used to it.” [right] uh :: 8 
And I think that that's uh something that [DEC} needs to be championed. 9 
      Interview 2(20:06) 
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RQ1 – Narrative Analysis 2 
 As a conductor, Jeffrey used the "editorial we" and spoke directly to describe the 
band's capability to do more for the community (line 1). Jeffrey then began to describe 
what the band did not do before stopping to present an aside. In the aside, he declared 
that performing at music-focused events or socially oriented events was "not enough" 
(line 2). The Jeffrey reflexively declared the absence of a Pride parade, which he 
positioned as "it," aggravated him much (line 4). Using the "editorial we" to position 
himself as the metropolitan LGBTQIA+ people, or the entire metro population, Jeffrey 
further clarified the magnitude of the problem (lines 5–7). With the aside complete, 
Jeffrey repositioned himself as an LGBTQIA+ advocate (line 8). Jeffrey substituted the 
demonstrative pronoun "that" for "Pride parade" (line 8), which equated to visibility. 
Jeffrey animated visibility as "We're here, we're queer, get used to it" (line 9). Then 
Jeffrey repositioned himself as the interviewee to directly communicate his belief that 
visibility needed a champion. 
 Seeing Jeffrey's enthusiasm and passion, I realized that his roles as artistic 
director and conductor were closely tied to advocacy. As an advocate, Jeffrey was 
inspired to find new ways to get the band away from the concert hall and create visibility. 
Recognizing how Jeffrey's personal and professional beliefs worked together (see Table 





RQ1 - Internal Storylines Perspectives 2 
Perspective Storyline Determinate speech action 
Jeffrey’s storyline, as 
perceived by Jeffrey 
Russell asked Jeffrey about his 
vision for the band. 
Jeffrey's determinate speech action 
was sharing his vision of the 
metropolitan LBGA band. 
Jeffrey’s storyline, as 
perceived by Russell 
Jeffrey shared his feelings about 
what the band does. 
Jeffrey's determinate speech action 
was revealing his advocacy for 
LGBTQIA+ issues 
Russell's storyline, as 
perceived by Russell 
Russell sought to know Jeffrey’s 
vision for the band.  
Russell’s determinate speech action 
was seeking an understanding of 
leading an LGBA band. 
Russell's storyline, as 
perceived by Jeffrey 
Russell sought to know what 
Jeffrey wanted to do with the 
band. 
Russell’s determinate speech action 
was asking about leadership in the 
LGBTQIA+ community. 
 
RQ2 – Introduction 1  
 Before this excerpt, I asked Jeffrey a question about barriers for LGBTQIA+ 
people in the metropolitan region and the band. Jeffrey identified stigmas from being 
both LGBTQIA+ and a “band geek.” This stigma was realized, to a degree, by the 
performers’ reluctance to invite friends to the concerts. This reluctance was derived from 
the social concerns of the instrumentalists. 
RQ2 – Excerpt 1
J: I don't think it's a (…) system [corrected to systematic] issue of being (…) out uh  1 
 for our LG, LGB members (..). For our T members, it is a big deal.(..) um  2 
 And : uh : and I know for some of our : schoolteachers who are teaching :  3 
 in :: (..) like in a religious setting in a, at a private school  4 
 where they they have no protections,  5 
 we don’t have, don't have an equality act uh 6 
 we don't have a non-discrimination act uh (.) in uh (.) in [state] or federally  7 
 uh and so that’s that's a big problem, where there there's no job security.  8 
 Where (.) you know (.)  9 
 [ACC] here these people are coming every week and  10 
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 they're (.) putting their (.) hearts out and they don't want um (…) 11 
 you know, they don’t want to use their full name in the program. (…) um (..) uh:: 12 
 We have people transitioning, who, you know,  13 
 [ACC] they just want to go by their first initial which, I'm like,(…)  14 
 “Absolutely. (.) I want you to be a part of this. (…) 15 
 We can do whatever y- we you want to make you comfortable.” (.) um(…) 16 
 If you're performing a public concert, (…) you have very little (...) 17 
 There's very little uh (..) that I can do to respect your privacy,  18 
 because you're (.) up on stage. (…)    19 
 That's the very nature of what we do. (..) um(.) So, (.) the the uh :: 20 
 I can only protect so much, (.) you know, and um (…) so (.) 21 
 I I know I think that the people realize that (.) um ::  22 
 and that they're uh (…) willing to go along with that. 23 
      Interview 3(43:30) 
RQ2 – Narrative Analysis 1  
 Jeffrey positioned himself as conductor and described perceived degrees of 
concern between the LGB and transgender musicians about being out (lines 1–2). Jeffrey 
also described the challenges of those musicians who teach in private, parochial schools, 
for whom being out could result in job loss (lines 2–5). Using the “editorial we,” Jeffrey 
repositioned himself as narrator, possibly vox populi for the people of the Midwest state 
and the nation, to deliver an aside about the absences of an equality act and a non-
discrimination act for the state and the nation (lines 6–8). Jeffrey pivoted (line 9) and 
repositioned himself as the conductor to talk about the musicians. He used both “here” 
and “these” to proximally index to draw attention to their dilemma. Jeffrey animated the 
musicians “putting their hearts out,” while not wishing to be identified by name (lines 
11–12). Jeffrey repositioned himself as narrator for the band, using the “editorial we” to 
talk about the band having members transitioning in gender identity (line 13). Jeffrey 
positioned those members in transition as a separate “they.” He animated their desire for 
ambiguity with the desire to list only the first initial in the band’s printed concert 
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programs (line 14). Jeffrey positioned the transgender musicians as “part” of “this,” that 
is, the band (line 15). Next, he animated himself as the conductor to emphatically support 
transgender musicians while reaffirming his welcoming attitude to them (lines 15–16). 
Using the “editorial we,” Jeffrey animated the band to communicate the desire that 
transgender members feel comfortable (line 16)  
 The desire to have musicians feel comfortable was followed by a subjunctive 
indefinite statement in which Jeffrey established that personal identity is on display 
during concerts (lines 17–19). Using the “indefinite you” to refer to any performer, 
conditionally, Jeffrey concluded the conditional aspect by positioning himself with 
performers as the “editorial we” and overtly clarified that public performance is “what we 
do” (lines 19–20). Jeffrey repositioned himself as a conductor and fulfilled the condition 
and passively advised, “There is little I can do” to preserve privacy (line 21). He then 
repositioned himself as the interviewee to share that the LGBTQIA+ musicians of the 
band are conscious of the potential risks of public awareness yet follow him to the stage. 
Jeffrey felt many, perhaps, musicians in the band faced a challenging situation: They had 
a safe outlet for rehearsals but were vulnerable due to public performance. Jeffrey was 
aware of the potential implications for his musicians, and it weighed on him. I 





RQ2 – Internal Storylines Perspectives 1 
Perspective Storyline Determinate speech action 
Jeffrey’s storyline, as 
perceived by Jeffrey 
Russell asked about what kind of 
challenges performers face just 
by being in the LGBA band.  
Jeffrey's determinate speech action 
was acknowledging the 
challenges of leadership. 
Jeffrey’s storyline, as 
perceived by Russell 
Russell sought to know what social 
challenges LGBTQIA+ musicians 
in the band faced.  
Jeffrey's determinate speech action 
was empathy. 
Russell's storyline, as 
perceived by Russell 
Russell asked the LGBA conductor 
about what social challenges the 
LGBTQIA+ musicians negotiate.  
Russell’s determinate speech action 
was a recognition of the 
challenge of leadership.  
Russell's storyline, as 
perceived by Jeffrey 
Russell sought to know about the 
musicians’ issues.  
Russell’s determinate speech action 
was exploring the relationship 
between the conductor and the 
band. 
  
RQ3 – Introduction 1  
The final analysis is from Jeffrey’s second interview. Jeffrey told this same story 
to me twice, indicating to me its importance to him. Before this excerpt, I asked Jeffrey 
about the differences between being on the podium for a non-LGBTQIA+ band and the 
LGBA band. He began by sharing about his podium means and goals before talking 
about his communication style. 
RQ3 – Excerpt 1  
J: Uh, (.) I don't like wasting people's time.  1 
 I like (.), you know giving a challenge  2 
 And :: having people rise to that challenge, (.)  3 
 and to not be challenged as a performer, (.)  4 
 and to know my (.) peers are not being challenged  5 
 is (.) insanely frustrating. 6 
R: //OK// Just look from the LGBT lens (..) //yeah//  7 
 is there any ::: difference ::  8 
 in personality on the podium or :: actions? 9 
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J: Oh, yeah. I will, I will uh (..) yeah... 10 
 I’ll drop our (..) gay lingo as much as possible, to keep it friendly, (.)  11 
 and that does alienate some of our straight uh (.) um (.) allies in the band.  12 
 Like I had, (.) I had one, uh I had one straight member come up to me and  13 
 she said (..), um she said uh (..), she said, “So, what do you mean by family?”  14 
 You know, I was like “Oh (…) well uh :: when I when I say family  15 
 when I'm on the podium (..)  16 
 that means you know they're part of the LGBTQ spectrum.”  17 
 And she's like, “So, that means I'm not family.”  18 
 And when she said that to me, I was like, “Oh my gosh!” (…)  19 
 You know, that's really disheartening (…) to hear someone :: say that. And,  20 
 I said, “Well, you're definitely part of the band family.” 21 
 But um (.) there [DEC] is a shared :: (…) experience  22 
 so much as there can be---right---wi… amongst LGBT um Q individuals  23 
 that um I don't think it's (…) You can't explain it (.) [DEC] to people  24 
 who have not experienced that---right---um.  25 
 So, (..) uh so th..that's something that I I’ve I've tried to not say that  26 
 (…) ever since she said that,  27 
 because I think that (…) 'cause I don't want someone to feel  28 
 like they are excluded because of who they are,  29 
 because we are a band about inclusion.30 
      Interview 2(7:53) 
RQ3 – Narrative Analysis 1 
 Jeffrey responded directly as the conductor to declare his efficient, growth-
oriented leadership style on the podium (lines 1–2). In contrast, he repositioned himself 
as an unchallenged instrumentalist in another community band to narrate rejection of that 
other band's organizational leadership's vision (lines 3–6). Jeffrey also aligned himself 
with an indeterminate "my peers" in that band who were not challenged. Recognition of 
their collective untapped musical potential was very "insanely frustrating" to Jeffrey 
(lines 5–6). I attempted to change the subject, and I repositioned Jeffrey in the conductor 
role (lines 7–9). He seemed to accept repositioning and responded directly (line 10), but 
then he repositioned himself to narrate a story (line 11). Using "our" to align himself with 
the LGBTQI+ members of the band, Jeffrey told how dropped "our gay lingo" to keep the 
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rehearsal and concert atmospheres, which he animated as "it" friendly (line 11). However, 
using the distal pronoun "that" to allude to those atmospheres, Jeffrey animated those 
atmospheres as alienating to "straight members" (line 12). Jeffrey then animated a female 
heterosexual bandmember who had a question about the "lingo" Jeffrey deployed during 
rehearsals (lines 14). Jeffrey alternately animated himself and the bandmember to discuss 
the word "family" (lines 14–18). Jeffrey used "family" to position anyone within the 
"LGBTQ spectrum" collectively (lines 15–17), but that did not include heterosexual 
allies, as perceived by the ally (line 18). Jeffrey then delivered an aside in which he 
animated himself with a direct revelation of empathic understanding with the ally (line 
19). Jeffrey then used an ambiguous "that" to refer, possibly, to how the ally felt as 
"disheartening" or literally "without heart" or "without cheer" (line 20). Jeffrey animated 
himself to position the ally, "you" as "part" of the "band family" (line 21). Jeffrey then 
positioned himself as the interviewee to refer to shared experience among LGBTQIA+ 
individuals that cannot be explained to non-LGBTQIA+ people. In the middle of that 
direct response, Jeffrey delivered a small aside with the "ambiguous you" to say, "You 
can't explain it," in which "it" referred to that LGBTA shared experience (lines 22–25). 
Jeffrey positioned himself as the band's conductor again and declared he does not use the 
word "family" anymore. Further, he utilized the "editorial we" to position himself with all 
the band members to reinforce that "we are a band about inclusion." 
 This story was heartbreaking, and I was glad that Jeffrey shared it with me. 
Jeffrey was empathetic to the ally (see Table 27) and felt terrible for inadvertently 
creating a division among the members. While Jeffrey had firm ideas about what he 
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wanted musically, he also had a sensitivity to the people who helped him achieve those 
ideals. 
Table 27 
RQ3 - Internal Storylines Perspectives 1 
Perspective Storyline Determinate speech action 
Jeffrey’s storyline, as 
perceived by Jeffrey 
Jeffrey reconsidered his podium 
actions during an exchange with a 
heterosexual ally.  
Jeffrey's determinate speech 
action was reconsideration. 
Jeffrey’s storyline, as 
perceived by Russell 
Jeffrey communicated challenges of 
leadership.  
Jeffrey's determinate speech 
action was empathy. 
Russell's storyline, as 
perceived by Russell 
Russell asked Jeffrey about leading 
an LGBA band versus a non-
LGBA band. 
Russell’s determinate speech 
action was realization of 
Jeffrey’s growth. 
Russell's storyline, as 
perceived by Jeffrey 
Russell sought podium experiences 
from the conductor viewpoint. 
 Russell’s determinate speech 




Chapter V – Discussion of Research Questions 
 
In this chapter, I present answers to the research questions. Answers will be 
presented for each conductor and will be followed by an explanation. After all the 
answers and discussions are presented, I will conclude with a summary in which I 
consider similarities, differences, and broader meanings from the participants.  
Answers to Research Questions: 
RQ1: Shaping Identity Socially 
 Brittney’s small, financially challenged, parochial, urban, grade 6–12 school was 
a crucible for her students and her. Michelle’s large, affluent, suburban, conservative high 
school was a place of social conformity that Michelle observed from a tightrope above. 
Trevor’s small, well-to-do, parochial, urban, elementary school was a collection of 
individual efforts, instead of organized religion. Jeffrey’s LGBA band was non-
auditioned, financially solvent, new music-oriented, social organization, which people 
joined for many reasons, and that needed a visionary to unite them. 
Brittney’s Crucible 
 The narrative analysis revealed that Brittney indexed challenging social situations 
as some “where” distant. The indefinite “where” was a conditionally transformative place 
with her students (RQ1-Excerpt 1, line 5), or it was a place to have encounters with her 
students about their physical safety and well-being (RQ1-Excerpt 2, lines 7–13). In this 
place, Brittney processed the small, financially challenged, parochial, urban, grade 6–12 
school, and her students, who were mostly Hispanic children from financially 
disadvantaged families. These conditions were a crucible for Brittney. As a youth, 
 
 111
Brittney used music as an escape and a coping mechanism. She pursued music education, 
in part, to pass on that aspect of music as a way to help others. However, in her situation, 
she compared her youthful experiences to that of her students. For comparison, Brittney 
used the “indefinite you” (RQ1-Excerpt 1, lines 7–18; RQ1-Excerpt 2, lines 15–21) to 
reflexively describe the processing of what she saw in her social world and to reconcile 
that music might not be able to provide the escape for her students as it was in her youth. 
The outcome of her processing was a willingness to become “that strong person” (RQ1-
Excerpt 1, lines 7–8) who was most concerned about forming problem-solving adults 
who could help the community (RQ1-Excerpt 2, lines 27–30). 
 In this crucible, Brittney’s views of both herself and music were directly 
challenged. She had to face the reality that music might not be the outlet she hoped it 
would be for her students. In response, Brittney changed. She changed her teaching 
means and goals (RQ1-Excerpt 2, lines 27–38) to overtly and directly declare her 
response to the situation and focus on the students’ personal needs. 
Michelle’s Tightrope 
 The narrative analysis revealed Michelle reflexively discussed challenging social 
situations beginning with "I feel like I have to be" (RQ1-Excerpt 1, line 2) or "I think I 
am" (RQ1-Excerpt 2, line 1). This non-direct beginning suggested, to me, hesitancy or 
reluctance to change the situation by confrontation. In her large, affluent, suburban, 
conservative high school, the students were mainly White Roman Catholics or Latter-day 
Saints and Michelle "passed" as heterosexual (see Table 9). Based on her own adolescent 
"major problems" associated with sexual orientation (see Table 10) in a conservative 
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region, Michelle was attuned to students in her school who felt "different" (RQ1-Excerpt 
1, line 14; RQ1-Excerpt 2, line 2; RQ1-Excerpt 2, line 8). She was "concerned" (see 
Table 9) about how conservative parents would respond to openness about her sexual 
orientation as well as the response for her "different" students, if different meant 
LGBTQIA+ identity. This potential negative response left Michelle to broadcast 
messages about her identity selectively. While she was out to all the "performing arts co-
workers and…administrators" (see Table 12), Michelle told only those students who 
needed to know "who I am" (RQ1-Excerpt 2, line 14). Further, she aligned herself with 
the other band director using "us" (RQ1-Excerpt 1, line 5) but distinguished herself from 
"some" of her colleagues (RQ1-Excerpt 2, line 9) due to her self-declared heightened 
sense of attunement with her different students. While she managed her concerns for 
negative responses and used a selective disclosure strategy, Michelle's question of "What 
do I do with the situation?" indicated an ongoing, unresolved tension. This lack of an 
exact way ahead kept Michelle precariously balanced. 
Trevor’s Individual Efforts 
 Trevor's narrative included the declarative statement, "I'm the only music 
teacher," and that encapsulated both distinction and isolation from his peers at work 
(RQ1-Excerpt 1, line 2). He animated or positioned the school administrators to indicate 
distance and separation from them (RQ1-Excerpt 1, line 3; RQ1-Excerpt 1, line 6; RQ1-
Excerpt 1, line 7; RQ1-Excerpt 1, line 9–10) as well. After four years, Trevor's small, 
well-to-do, parochial, urban, elementary school seemed to be a collection of individual 
efforts instead of a team effort, because he deployed at least six different terms to 
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communicate distance and self-reliance. In addition to the culture of self-reliance, Trevor 
indicated a sense of compartmentalization evidenced by his questionnaire responses of 
"I…separate my work and private life. Keep professional distance" (see Table 9) and "I 
show up, do the job, go home" (see Table 10). In addition to the previous isolation and 
distance, Trevor's sexual orientation would be cause for termination. He knew that before 
accepting the offer, so compartmentalization, in addition to self-reliance, may have 
reinforced each other. Trevor ended this section of the interview by using the "editorial 
we" to identify with all Midwesterners because of perceived common self-sufficiency and 
his theatrical interview climax may have been the result of seeing himself identify with a 
group of individualists in that regional stereotype. 
 An individual effort was the norm and what was needed at Trevor's school. His 
job did not enable personal integration in one aspect, and he demanded self-reliance in 
another. Re-thinking himself as "integrated" into a self-reliant, independent, regional 
people may have caused his interview laughter; however that may have been a turning 
point to realize he was part of larger group or that he was not so alone. 
Jeffrey’s Visionary Leadership 
 The narrative analysis revealed that Jeffrey indexed "other" by bands their music, 
mission, and people (RQ1-Excerpt 1, lines 1–3; RQ1-Excerpt 2, lines 1–2). The 
metropolitan LGBA band was a non-auditioned, financially solvent, new-music oriented, 
social organization that was distinct and Jeffery identified with it. People joined for many 
reasons and it was a public representation of the metropolitan LGBTQIA+ community. 
Before appointment as the artistic director of the LGBA band, the organization did not 
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have a strong musical mission, but he used music to unite the musicians, whatever their 
reasons for participation, to pursue LGBTQIA+ visibility (RQ1-Excerpt 1, lines 4–5; 
RQ1-Excerpt 2, line 7). Through identifications with and actions for the band and the 
metropolitan LGBTQIA+ community, Jeffrey brought new music and LGBTQIA+ 
visibility to the region. Jeffrey's visions of new music awareness for LGBTQIA+ 
acceptance in the metropolitan region drove his musical and public activism. He was 
drawn to both goals strongly and could satisfy both goals as the LGBA band's conductor.  
RQ1: Summary 
 The parochial school moral clauses in the contracts for both Brittany and Trevor 
stifled the overt expression of sexual orientation identity. Additionally, both of them were 
the only music teachers in their respective school systems. In their narratives, both 
Brittney and Trevor described how the schools' culture kept them isolated or mitigated 
full honesty in their relationships. The effect of restricted and limited social interaction 
limited development for Brittney, Trevor, and their students and their colleagues. 
 Michelle had a similar challenge with limited engagement. She had varying 
degrees of openness about her sexual orientation to juggle. There was concern about 
potential negative feedback from parents, with whom Michelle was developing a more 
in-depth professional relationship. The revelation of sexual orientation might damage or 
destroy those relationships and inhibit Michelle's personal and professional growth. 
Finally, Jeffrey's situation was not one in which people were overtly compartmentalized 
or inhibited from sharing. However, it was a situation in which people needed to 
understand Jeffrey's vision and purpose for personal growth. That understanding and 
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empathy were needed among all members, including Jeffrey, to learn and develop. 
 These conductors’ social situations varied from liability to full acceptance 
concerning their lesbian, bisexual, and gay identities. Each social situation had challenges 
the conductors adapted to with varying degrees of acceptance, and which influenced 
personal development. All the conductors identified their struggles and responded in 
distinct ways – Brittney internalized problems, Michelle let her problem simmer, Trevor 
acted out, and Jeffrey fought back – and these actions were also indicators of identity. 
Despite the social challenges, these conductors channeled frustrations into very positive 
work for the musicians they served.   
RQ2: Challenging Situations Shaping Identity 
 Brittney’s events included physical threats and reclamation. She negotiated these 
experiences reactively and calmly, respectively. Michelle’s event was empathizing with a 
young student who was questioning his life’s value: Michelle responded by refocusing on 
her educational program. Trevor’s event was being put in an awkward situation by his 
mentor: he responded by making the most of the situation and not taking it personally. 
Jeffrey’s event was realizing that instrumentalists could feel safe in private rehearsals but 
might not feel safe in public performance: he responded by admitting his limitations. 
Brittney’s Physical Threat and Reclamation 
 Brittney shared multiple stories; however, her stories about physical threat and 
reclamation, which both occurred in instrumental music education classrooms, clearly 
affected her identity. In both stories, Brittney had not revealed her sexual orientation. 
In the first story, Brittany positioned herself reflexively through her animated self and 
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other’s animated selves as “not like other people,” “identified differently,” “being 
different in the eyes of God,” and “being awful” (RQ2-Excerpt 1, lines 1, 4–5, 10, 11). 
Brittney’s classmates were positioned closely as “my high school peers” but then were 
repositioned to a distant “they” (RQ2-Excerpt 1, lines 3, 4, 9, 10). It was “they” who 
“pursued” (RQ2-Excerpt 1, lines 1, 4–5, 10, 11). The outcome of this was that Brittany, 
figuratively, “hid” her identity for years (RQ2-Excerpt 1, lines 13).  
 In the second story, Brittney was teaching an all-female group of seventh-grade 
music students. Brittany positioned herself reflexively through her animated self and 
other’s animated selves as “I,” “me,” “you,” or a titular “Miss” from the student 
perspective (RQ2-Excerpt 2, lines 7–14, 16, 21). Brittney was still hiding her identity, 
though for fear of termination (see Table 12), until a student positioned her as a “strong, 
independent woman” who “don’t need no man.” (RQ2-Excerpt 2, lines 19–20). Whether 
Brittney was outed or not, she did not say; however, Brittney emphatically accepted the 
student positioning at the end of the excerpt (RQ2-Excerpt 2, line 21). 
Michelle’s Empathy for an Angry Student 
 Michelle’s identity-influencing story involved empathizing with a young student 
who was questioning his life’s value. The narrative analysis turned on two reflexive 
phrases in which Michelle indexed herself at specific points in time. She referred to this 
“moment” at both the beginning and end of a story in which she animated a 10-year-old 
male student who used an Eminem song to talk about anger and hope (RQ2-Excerpt 1, 
lines 15, 30). The transformative moment occurred when a student, whom Michelle 
positioned proximally as one of “my ten-year-old boys,” said through Michelle’s 
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animation, and there was “still a chance to do something productive with his life,” despite 
an incarcerated father (RQ2-Excerpt 1, lines 12, 27–29). Michelle’s empathy for “her” 
boys came from trying to understand the lives she respectfully and privately positioned as 
“their own lives” (RQ2-Excerpt 1, line 13). Understanding “her boys” and “their lives” 
was the “most powerful” and “biggest” teaching moments for Michelle. (RQ2-Excerpt 1, 
lines 12, 13, 15, 30). While she positioned herself as a teacher at that moment, she was a 
learner too. 
Trevor’s Mentor Putting Him on the Spot 
 Trevor was a theatrical storyteller, and his story about being put in an awkward 
position in front of music students he was not familiar with affected his identity. In  
Trevor’s situation, he was put on the spot by his student teacher mentor, and he 
responded by making the most of the situation. 
 The student teaching experience Trevor described included interpersonal and 
professional challenges. Trevor’s animated, theatrical narration of the host teacher 
indicated how he viewed the situation and the relationship. The narrative analysis 
revealed Trevor initially positioned the teacher as a proximal unnamed “this woman,” 
“her,” or “she” (RQ2-Excerpt 1; lines 1, 2, 4, 9). He admitted learning many “great 
things,” but he also positioned her as a noncorporeal “dire warning” of not being a good 
teacher (RQ2-Excerpt 1; lines 8, 10). The teacher put Trevor on the spot several times to 
conduct, and he dramatically animated what that was like (RQ2-Excerpt 1; lines 11–12). 
In reaction to being put on the spot, Trevor matter-of-factly used the “editorial we” to 
identify with the students and began the rehearsal (RQ2-Excerpt 1; line 14). 
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Jeffrey’s Dilemma: Personal Safety and Public Performance 
 Jeffrey faced a dilemma of leadership. He came to understand how some of the 
instrumentalists might feel safe during rehearsals but might not feel safe during a public 
performance. The narrative analysis revealed he positioned himself as the speaker for the 
band using the “editorial we” and declared that public performance is the “very nature of 
what we do” (RQ2-Excerpt 1, lines 13, 16, 20). The dilemma was that “our” transgender 
musicians and “our” parochial schoolteachers in the band did not have legal protection 
from identity-based discrimination. For that part of “us,” recognition during a 
performance could result in job loss (RQ2-Excerpt 1, lines 2,3,8). Jeffrey’s declaration of 
“I can only protect so much” was made as an individual and as the leader of the band, and 
that statement followed “what we do” (RQ2-Excerpt 1, line 20). Jeffrey positioned the 
members who were fearful, and whom he could not protect, as a distant “the people” and 
“they (RQ2-Excerpt 1, lines 21, 22, 23). 
RQ2: Summary 
 All the participants negotiated interpersonal issues that affected their identity. 
Brittney’s physical safety during adolescence was in danger because of the suspicion she 
was not heterosexual. Jeffrey’s transgender musicians and religious schoolteachers had 
no protection from job termination if recognized on stage, on social media, or in a printed 
program. These personal and professional fears from the stigma of homo-, bi-, and 
transphobia directly affected each person. Brittney hid her identity for years, and Jeffrey, 
the conductor and the leader, was forced to admit his limitations.  
 Michelle and Trevor both found a long-term sense of sameness in not letting little 
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things bother them. At the same time, Trevor began consciously realizing a connection to 
larger cultural institutions and attitudes that were sustaining, at that time, and which 
enabled him to see some problems as smaller than he thought they were. Michelle had 
identified with her sustaining connections to philosophy and music that let her experience 
life more fully. 
 Trevor’s mentor repeatedly put him on the spot in front of the students. While 
Trevor handled the situation gracefully and aligned himself with the students to begin the 
rehearsal, he directly mentioned how this teacher was an example of what “not” to be 
(Trevor RQ2-Excerpt 1; line 14). Michelle let her students pick popular music to express 
themselves. One ten-year-old boy’s selection was the gateway for him to question the 
value of his life in front of Michelle. The overt need for improved student socioemotional 
health affected Michelle’s focus on her work and purpose in the classroom. 
 These conductors collectively negotiated the individual challenges of potential 
harm, embarrassment, or emotional dysfunction that affected their identity. Some of these 
challenges may have been negotiated seemingly quickly with immediate decisions or 
realizations by each participant. However, these individual challenges could also be 
refreshed routinely, such as when a new person was met and the decision to come out had 
to be considered, each new school year after assessing student behavior, every new 
teaching opportunity, or every concert. These challenges likely continued shaping 
identity even after the initial event occurred. 
 I included the story of Brittney and her seventh-grade students in this section to 
present a very positive event that affected identity. Brittney’s acceptance of being labeled 
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a “strong independent woman” was apparent in her confident, matter-of-fact response 
“they’re right” (Brittney RQ2-Excerpt 2; line 21). Hopefully, this event will continue to 
shape Brittney and her students positively for years. 
RQ3: Describing Self and Others 
 Brittney described herself as a supportive teacher who was impaired by the 
morality clause in her contract; she referred to her students affectionately as "the kids" 
almost exclusively. Michelle was reluctant to describe herself overtly but reflexively 
described herself as an observer, assessor, and nudger; she described her students in 
terms like "complex, engaged, introverted" based on her observations. Trevor described 
himself as "self-aware" while with his students, and he referred to his students sensitively 
and neutrally while helping them think of themselves in the context of the group. Jeffrey 
described himself focused and community-minded, and he referred to the band as a "band 
family." 
Brittney, the Supportive Teacher 
 The narrative analysis revealed that Brittney's behavior on the podium, in the 
classroom, or interaction with her students was still partly controlled by the morality 
clause in her contract that she positioned as an "indefinite it" (RQ3-Excerpt 1, line 1). 
The presence of the clause inhibited her interpersonal relations with the "several gay 
students," whom Brittney positioned distantly as "them" (RQ3-Excerpt 1, line 7). Brittney 
described herself as what she "cannot be," compared to the kind of supportive teacher she 
"wants to be" (RQ3-Excerpt 1, line 7). Additionally, the most critical group of people in 
Brittney's life were her students. In these excerpts, Brittney often positioned herself 
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reflexively concerning her students, whom she called "the kids" (RQ1-Excerpt 1, Line 5; 
RQ1-Excerpt 2, lines, 3, 26); however, in this excerpt, Brittney positioned "the children," 
"several gay students," and "them" as objects (RQ3-Excerpt 1, lines 4–7). 
Michelle, the Observer 
 Michelle was reluctant to describe herself on the podium; however, she presented 
the story of an introverted student who was one of the "different" Michelle had extra 
concern for (RQ1-Excerpt 1, line 14; RQ1-Excerpt 2, line 2; RQ1-Excerpt 2, line 8). 
Michelle often employed a direct style of speaking, but she animated this student's 
change from "pretty depressed" to "the most fun I ever had" by meeting a musical 
challenge (RQ3-Excerpt 1, lines 4–10, 18,19). Michelle also reflexively narrated her 
analyses of the student (RQ3-Excerpt 1, lines 15–17, 21–24). Near the end of the excerpt, 
Michelle used an "indefinite where" to index her work on the podium. In that place, 
Michelle described herself obliquely as assessor, decision-maker, and nudge (RQ3-
Excerpt 1, lines 20–23) while "various students" were positioned as a "them" who could 
be pushed. 
Trevor, the Self-Aware 
 The narrative analysis for Trevor included his reflexive self-conscious "me" 
observing events (RQ3-Excerpt 1; line 23) and his team-focused "we" approach (RQ3-
Excerpt 1; lines 2, 6, 12, 13). Trevor's animation of the students in the problem-solving 
narrative included the neutral positioning of "percussion" or "brass" (RQ3-Excerpt 1, 
lines 5, 15) of an indefinite "anyone" (RQ3-Excerpt 1; lines 7, 10) when talking to the 
students. The crux of the story in this excerpt revolved around a student whom Trevor 
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positioned somewhat indefinitely as "one of my percussionists." As a conductor, Trevor 
positioned the students as "they" needed to describe the students as needing self-
awareness (RQ3-Excerpt 1; line 22). 
Jeffrey, the Focused 
Jeffrey readily described himself directly by his behaviors: efficient, goal-
oriented, openly gay, empathetic (RQ3-Excerpt 1; lines 1, 2, 11, 20). Jeffrey positioned 
"gay lingo" as "ours" and, perhaps, belonging to those he positioned as "family" or "part" 
of the LGBTQ spectrum (RQ3-Excerpt 1; lines 11, 14, 17). In contrast to "family," 
Jeffrey positioned the heterosexual instrumentalists as "our straight allies" or specifically 
"one straight member" (RQ3-Excerpt 1; lines 12, 13). While there was this separation 
based on sexual orientation, Jeffrey repositioned heterosexual allies as "part of the band 
family" (RQ3-Excerpt 1; lines 21), and Jeffrey directly positioned one heterosexual 
member as "you" and emphatically positioned her within the band "family" (RQ3-
Excerpt 1; lines 21). Further, later he repositioned himself and the band with "editorial 
we" to declare the band is about "inclusion" (RQ3-Excerpt 1; lines 30). 
RQ3: Summary 
 These conductors described themselves and their students, or musicians, in a way 
that demonstrated regard for issues beyond band and music. Brittney's sense of 
compassion, Michelle's careful observation, Trevor's self-awareness, and Jeffrey's 
inclusion all point to the idea that the conductor is not just the bandleader. The ways and 
means that these conductors reflected on themselves but focused on others to share ideas, 
experiences, hope, an emotional outlet, health, and understanding was the one common 
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thread among all participants though it was realized uniquely by each person. 
Connections to the Research Literature 
 After analyzing the stories and considering each conductor's questionnaire 
responses to answer the research questions, I examined how these lived perspectives 
provided insight into some of the research literature. Griffin (1991), Sedgwick (1990), 
Bergonzi (2009, Gould (2012), and Hargreaves et al. (year) analyzed what they observed 
in context through specific lenses; however, those analyses did not always make sense 
when applied to four LGBTQIA+ conductors in 2018. The differences between the 
research literature and my observations will be discussed here for unique understandings 
gained form this study. 
Identity Management 
 Identity management strategies along Griffin's (1991) continuum (see Figure 1) 
were evidenced by all four participants. In Griffin's study, the tension between the fear of 
accusation of being LGBTQIA+ and personal integrity achieved from being out hinged 
on the degree of professional risk a person was willing to take. Griffin (1991) posited this 
tension pushed participants to employee strategies in varying degrees (p. 194) that, 
together, constituted a "developmental process of overcoming fear, moving from self-
estrangement to self-integrity and from separation to the integration of their personal and 
professional identities. (p. 204). 
 The participants in this study may have used the strategies to manage their 
professional identities as did Griffin's participants; however, I could not conclude the 
participants would agree with the use of any strategy was part of a process. Additionally, 
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based on observation and analysis of the participants, I am not confident that a process 
was needed.  
Brittney: Managing Identity in the Crucible 
 Public suspicion of non-heterosexuality for Brittney (RQ2 – Excerpt 1) during 
adolescence resulted in her use of the identity management strategies of passing and 
covering (Griffin, 1991) for several years. At the time of the interviews, these strategies 
were employed because of the consequence for violations of the religious doctrine against 
deviance from teachings, including bisexuality, in her teaching contract. Identification as 
bisexual would result in her termination.  
 Brittney’s use of strategies may not have successful because she was obliquely 
outed by a seventh-grade student (RQ2 – Excerpt 2), and for that classroom at that time, 
she was implicitly out. Previously, she "covered” by honestly disclosing that she had no 
boyfriend and she "passed" by ambiguously claiming, "I don't know" when asked why 
she did not have a boyfriend. I noticed how Brittney's two statements "…if I were ever to 
be honest, they could terminate me without hesitation" (see Table 9) and her self-
affirmation as “strong, independent woman…who don’t need no man” (RQ2-Excerpt 2) 
resembled the extremes of Griffin's fear-to-integration continuum and co-existed in 
tension. However, there was no opportunity for a developmental process in which 
Brittney could be out at work and the tension of creating a false perception for her 
students wore on Brittney. Finally, while work produced tension and anxiety, Brittney did 
not live in total fear, and outside of work, she was a guest conductor for the LGBA band, 
which she enjoyed very much. 
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Michelle: Managing Identity on the Tightrope 
 Michelle was selective in what she wanted and how she operated while caring for 
students. Michelle’s public-school district did not protect against discrimination for either 
sexual orientation or gender identity (Interview 1) and this was a concern for Michelle 
because of band students and parents who held "pretty strong particular religious beliefs" 
(Interview 1). Michelle passed (Griffin, 1991) because most people assumed she was 
straight (see Table 9) and she also covered. To communicate with students whom she felt 
needed to know her sexual orientation identity, Michelle employed an implicitly out 
strategy (Griffin, 1991) and left clues like a "Refuse to be Invisible" sticker from HRC in 
her office and a rainbow bracelet, which she wore on National Coming Out Day. Further, 
Michelle was explicitly out (Griffin, 1991) with co-workers and administrators. Despite 
using all four strategies, the outcome was an impasse, not progression, and Michelle felt 
frustration. She was not ready to come out and that was evidenced by her rhetorical 
question, "What do I do with the situation?" (RQ1 – Excerpt 1). 
 Among the four participants, Michelle's situation most closely resembled the 
tension between the fear of accusation of being LGBTQIA+ and personal integrity 
Griffin (1991) described. However, following a "developmental process" (1991, p. 204) 
was not something Michelle seemed ready to do: She was at an impasse. Previously, 
Michelle demonstrated her willingness to scrap a planned curriculum to take care of her 
students' socioemotional health (Interview 2; RQ2 – Excerpt 1); a similar recognition for 
student well-being could potentially resolve the impasse but at that time no compelling 
reason existed. Additionally, Michelle was not motivated by a strategy to deal with self-
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estrangement (Griffin, 1991, p. 201); she negotiated personal psychological challenges 
(Interview 2) and longer worried about "various stressors" (see Table 10) related to her 
sexual orientation. Her motivations included positive life goals and she sought more 
challenging "opportunities" (Interview 3) in education, such as regional administration in 
NAfME or pursuing her Ph.D. 
Trevor: Managing Identity through Individual Efforts 
 At the end of the final interview, Trevor commented on his emerging realization 
regarding much his "personal life and professional life impact each other" (Interview 3). 
Throughout the interviews, he felt "comfortable" (Interview 3) with himself and did not 
think there was much separation between the personal and professional components of 
his life. However, Trevor avoided any personal discussions at work, while claiming his 
female co-workers "know that I'm gay" (Interview 3) feeling the need to "butch it up a 
little bit" (Interview 3) to pass with the other faculty (Interview 3) and his male students 
in Grades 5–8. 
 While being implicitly out and passing (Griffin 1991), Trevor claimed to be 
integrated and he was not looking for a process to help himself. Trevor accommodated 
the silence (see Table 9) imposed on teachings contrary to church doctrine so he could 
teach at the religious school. Having a secure understanding of himself before he took the 
job coupled with a school culture of self-reliance (RQ1 – Excerpt 1) provided the space 
for Trevor to focus on aspects of teaching that mattered to him more than self-fulfillment 




Jeffrey: Managing Identity in Visionary Leadership 
 Jeffrey was explicitly out, and this strategy was reinforced in his role as the 
conductor for the LGBA band, which included being an advocate for the LGBTQIA+ 
community. Additionally, Jeffrey promoted an atmosphere for the band members to be 
explicitly out, at least during rehearsals. Being explicitly out and committing to that 
openness, Jeffrey did not have to recall choosing "concealing or revealing" (Griffin, 
1991, p. 201) with professional acquaintances and by taking the "leap of faith with 
potentially devastating or liberating consequences" (Griffin, 1991, p. 200), Jeffrey found 
liberation. His job, possibly, became more secure because of the visibility he espoused. 
 Perhaps, Griffin could not have imagined in the context of the 1991 study, a 
category beyond "explicitly out.” However, Jeffrey's outlook transcended the idea that 
"coming out was perceived to be a professional risk" (p. 194): He maintained that coming 
out was a moral and ethical responsibility (Interview 2). The imperative was due to the 
need to support "our trans brothers and sisters" (Interview 2), women, and people of color 
(Interview 1) who were oppressed (Interview 2) but could not pass. Jeffrey did not need a 
process. I am unsure if this additional strategy could be part of Griffin’s process though it 
might serve as an argument to counter the "fear of being identified as gay" (Griffin, 1991, 
p. 200). 
Summary  
 Collectively, the identity management strategies Griffin (1991) described were 
used by the conductors in this study; however, the usage did not fit into a developmental 
continuum as theorized. Brittney, Michelle, and Trevor overtly recognized and dealt with 
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the fear of public identification and the specific possible situational outcomes from 
identification; however, the fear was not seen as a motivator to move along the 
continuum. While Brittney did wish to be “more of myself” (Interview 1; Interview 3), 
and have "integration of…personal and professional identities" (Griffin, 1991, p. 201), 
she much more emphatically lamented the desire to care for her students (RQ3 – Excerpt 
1). Finally, Jeffrey was explicitly out; however, that strategy was more complicated than 
just affirming his identity. He was explicitly out for political and ethical reasons and 
supported others in their quests for civil rights. 
  A final consideration of Griffin's (1991) identity management strategies as 
continuum derived from these conductors' personal identities. In a time of greater social 
acceptance and LGBTQIA+ visibility, coupled with multiple civic support organizations, 
and internet connections that enabled development and self-acceptance in ways 
unimaginable in 1991, these conductors had integration in their lives, to a degree. Perhaps 
due to these multiple personal social outlets, the continuum as process theorized did not 
work because there was enough of a sense of integration.  
The Closet  
 Griffin’s passive identity management strategies (1991) are closely related to the 
performance of closetedness (Sedgwick, 1990, p. 3) which begins with silence, from 
everybody. Sexual orientations other than heterosexuality are not talked about. Over time, 
silence turns into ignorance, real and feigned, and accumulates and is “harnessed” (p. 5) 
socially, for example through morality clauses in teacher contracts. This collective 
phenomenon manifested itself in some harmful ways for each participant, which reflected 
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in Bergonzi’s (2009) “Privileges for Heterosexual Music Teachers (p. 23). These forms 
of silence, self-censoring, denial, and editing about sexual orientation tacitly reinforce 
compulsory heterosexuality and heteronormativity. 
Brittney: Crucible and Closet 
 The ignorance surrounding Brittney's bisexuality came from the silence imposed 
by the moral clause in her teacher's contract. As she became “more comfortable” 
(Interview 1) with herself, Brittney routinely looked for positions at other schools where 
she could be “more of myself” (Interview 1), which included being able to “speak freely” 
about her life and activities (Bergonzi, 2009, p. 23). Additionally, that ignorance 
manifested itself as self-censoring, such as when Brittney responded to the question 
"Why don't you have a boyfriend" with "I don't know" (RQ2 – Excerpt 2; Bergonzi, 
2009, p. 23). The accumulation of ignorance included school administrators who did not 
know Brittney's anxieties and could not support her (see Table 9) and the lack of 
awareness for vulnerable gay students who Brittney indirectly knew. This cumulative 
effect of this ignorance was a system of failed support to teachers and students in an 
environment designed to help children lead lives of love and joy. Oddly, the silence was 
broken when Brittney was obliquely outed by a student who provided positive 
reinforcement to Brittney (RQ2 – Excerpt 2).  
Michelle: Tightrope and Closet 
 Michelle silently let others assume she was straight (see Table 9). This was so 
effective that in her second-year, ignorance manifested itself as overt homophobia (RQ1 
– Excerpt 1; Interview 2) when one student complained directly to Michelle about an 
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allegedly gay female student’s behavior. Michelle silently passed and concealed 
information about herself (Bergonzi, 2009, p. 23) from students and parents who, 
Michelle feared, would be intolerant due to religion. However, Michelle purposefully 
combatted the silence through non-verbal and symbolic communication (Interview 1) 
about her sexual orientation for students using HRC stickers and a rainbow bracelet 
(Interview 1). However, Michelle disclosed her sexual orientation to the other faculty and 
administration and had their support.   
Trevor: Individual Effort and Closet 
 The silence in Trevor's life was a total separation of private and work life (see 
Table 9). The accumulation of ignorance occurred even though other faculty members in 
his age range “knew” (Interview 3) his sexual orientation but there would never be a 
discussion about it. Additionally, the parochial school system's self-reliant attitude (RQ1 
– Excerpt 1) contributed to isolation and stifling of communication. If some faculty 
knew, no administrators or students knew. There was no possibility of awareness or 
support to Trevor or the adolescent students in his classroom who might be questioning 
sexual orientation identity or gender identity. However, Trevor combatted the classroom 
silence obliquely with theatricality and by “butching it up” (Interview 3).  
Jeffrey: Visionary Leadership and Closet 
 The silence and ignorance that Jeffrey dealt with were from the local LGBTQIA+ 
community, who had not recognized or committed to the activism Jeffrey felt was 
necessary to improve the lives of local LGBTQIA+ persons. According to Jeffrey, 
ignorance accumulated as the formal and informal LGBTQIA+ leaders in the 
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metropolitan area did not "wanna listen" (Interview 3) regarding the fundamental issue of 
a Pride Parade. This unwillingness to recognize input may have been a lack of will or 
clarity to commit to another step for growth and outreach. However, for Jeffrey, the lack 
of action was silence and ignorance and those caused him frustration. Jeffrey continued 
speaking against the silence through his position with the LGBA band and in any other 
venue he could. 
Summary 
 These four situations included silence and actual or feigned ignorance about the 
presence of LGBTQIA+ people, which privileged some people, while others struggled in 
silent invalidation of their existence. The failure of institutions to recognize the presence 
and needs of LGBTQIA+ people, whether leaders or constituents, continued a cycle of 
ignorance that neglected development and punished difference. The examination also 
showed an accumulation of ignorance in both the heterosexual and LGBTQIA+ 
communities. However, these four conductors also spoke out in ways that merit review. 
 Brittney’s students spoke for her in the classroom. Michelle spoke symbolically in 
the classroom through signs and jewelry. Trevor spoke obliquely through theatrical 
gendered behavior. Jeffrey spoke aloud and directly. These conductors spoke as leaders 
on the podium in complex situations fighting the ignorance and silence of the closet 
through whatever means they were able.    
Conductor Identity, Power, and the Status quo 
 Constructing a professional identity through passing, covering, and implicit 
messages in a context that fostered silence and ignorance while denying personal 
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LGBTQIA+ identity put these conductors in precarious positions. While Slatkin (2012) 
described conductors as communicators of “the nature of music” (p. 232) and Wis (2007) 
suggested a conductor was a conduit for inspiration and belief (p. 68), the conductors in 
this study faced institutional and community challenges such that they talked and acted in 
ways that undermined relationships. For Brittney, Michelle, and Trevor this included 
broadcasting false, ambiguous, or information about themselves. For Jeffrey this 
included, perhaps, a more activist-like presentation, that established incongruities others 
could see through over time. Especially for Brittney, Michelle, and Trevor, who worked 
in environments where LGBTQIA+ identity was a social liability and potentially affected 
financial and professional security, this liability translated into dishonesty. The potential 
outcome of this dishonesty on the podium – a place of “great power and influence and at 
the same time a place of exposure and vulnerability” (Natale-Abramo, 2009, p. 218) was 
that a conductor could not be fully vulnerable or expressive and that affected 
instrumentalist vulnerability, positive expectation, willingness to take risks, and 
interdependence in the ensemble (Hendricks, 2018, p. 35). Additionally, silence from the 
podium potentially “reinforces heteronormativity” (Natale-Abramo, 2009, p. 219) and 
passively enabled privileged classes to continue using education systems to further the 
dominant culture (Bourdieu and Passeron, 1970/1990), perpetuated masculinity and 
heterosexuality (Gould, 2011), and maintained power for White middle-class men 
(Gould, 2012). Given these potential outcomes, reflecting on how conductor identity 
influences communicating the “nature of music” and inspiring instrumentalists led to a 




 Brittney's middle school and high school band directors inspired her (L'Roy, 
1983) to become a band director. Her work focused on taking care of basic student needs 
before music-related activities because students experienced physical danger and were 
economically challenged. The students’ situations challenged Brittney’s outlook of what 
music education and conducting were about, compared to what she experienced in high 
school and was taught in college. The students' constant threat of physical danger and 
economic challenges were catalysts that changed her philosophy from "band, band, band" 
to "let's form adults" (RQ1 – Excerpt 2). Subsequently, she invested in the students' well-
being by giving as much of herself as possible while consciously planning realistic long-
term music goals (Interview 2). As an example, she successfully changed the school band 
culture from rote learning to music literacy. Her efforts enabled the students to perform 
Salvation is Created, and other notated music, and they were positively affected by the 
"transformative" (Interview 2) processes of learning music individually and collectively. 
While the band traditions that Brittany experienced in high school, such as a large 
competitive marching band, were not reproducible in her school, her desire to provide 
students the means for music as an escape from safety and economic challenges seemed 
possible. Music literacy and the capability to perform typical primary standard literature 
were achieved, and students did not have to rely on someone to teach them music. 
Whether or not the students understood the implications of the independent learning they 
were capable, an Brittney worked and inspired (Wis, 2007, p. 68; RQ2-Excerpt 2, lines 
19–20) the students to learn and she was better able to communicate what she understood 
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the "nature of music" (Slatkin, 2012, p. 232) to be. Despite any attempt to manage her 
sexual identity, one student drew attention to the issue (RQ2 – Excerpt 2) but that 
encounter seemed to draw Brittney closer to her students.  
 Brittney’s years of work with her students created a situation in which students 
were capable of independent music learning. During this time some students also saw 
through her identity management. Distrust by students because of concealing sexual 
orientation was not communicated by Brittney to me. She mentioned, instead, how the 
students identified with her (Interview 2) through the literacy process and that this 
strengthened instrumentalist vulnerability, positive expectation, and willingness to take 
risks (Hendricks, 2018, p. 35) evidenced by student statements like “We really want to 
play that ‘cause it’s our favorite” (Interview 2).  
 While the school climate overtly and tacitly reinforced both heterosexuality (RQ2 
– Excerpt 1) and a major Christian denomination with which most students culturally 
identified, Brittney's students were not privileged. Brittney’s teaching of music literacy 
and idealization of music by Holst, Grainger, and Vaughan-Williams (Interview 2) may 
have enabled privilege for White heterosexual middle-class men; however, at the 
practical level, meeting the needs of the children who wanted to learn music through 
literacy and independence did not guarantee that continued outcome.    
Michelle 
 Michelle's school district was in a well-to-do suburban county with the highest 
educational attainment in the region. The students were typically White and from 
Catholic or Latter-day Saint families, and Michelle was one of two band teachers. She 
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was both very sensitive to the needs of students who were “different” (Interview 2) and 
very concerned for her students' long-term socioemotional health. On the podium, she 
focused on successful individual and collective musical development. She encouraged the 
students to take responsibility for themselves which she fostered through writing about 
their perspectives of what was heard and experienced. This goal of student responsibility 
led to Michelle's two-pronged approach of collaboration and expressivity to realize "the 
nature of music" (Slatkin, 2012, p. 232) and inspire (Wis, 2007, p. 68) by getting off the 
podium and diffusing power to the students. She asked them to imagine and be as 
expressive as possible about their feelings and the implicit qualities of the music they 
played to decentralize the collective music-making process (Interview 2). She actively 
tried to reduce the image of "old White guy band director" (Interview 2) as a stereotype 
because of "harm" (Interview 2) to students, mostly from exclusion. Michelle's passing as 
straight may have "reinforced heteronormativity" (Natale-Abramo, 2009, p. 219) on the 
podium. Passing may have been a reasonable choice as there was overt homophobia 
(RQ1 – Excerpt 1; Interview 2) expressed directly to her. While Michelle did not find 
much satisfaction in conducing (see Table 8), overt knowledge of sexual orientation, 
given the presence of homophobia, could derail the student vulnerability and expression, 
and willingness to take risks (RQ3 – Excerpt 1) (Hendricks, 2018, p. 35) she worked to 
achieve on the podium. As a conductor willing to take chances and step of the podium, 
Michelle lessened the concentration "power and influence" (Natale-Abramo, 2009, p. 
218) in the conductor’s position, by listening to her students' thoughts to help guide her 
actions on the podium. She privileged all her students by seeking their understanding 
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(Bourdieu and Passeron, 1970/1990; RQ3 – Excerpt 1) and while caring for the emotional 
needs of her adolescent boys (RQ2 – Excerpt 1) she worked to mitigate the historical 
privilege masculinity and heterosexuality (Gould, 2011). 
Trevor 
 Trevor worked in a parochial middle school, and he could not help LGBTQIA+ 
students by any means other than a tacit example. Trevor taught applied and general 
music and was occasionally required to have students perform music as a worship 
component. Working with students in Grades 5–8, Trevor employed a big theatrical 
demonstrative persona to communicate practical concepts such as dynamics or air 
support and broader understandings (Interview 3) about "the nature of music" (Slatkin, 
2012, p. 232). His willingness to be always “the goofiest person” (Interview 3) to 
communicate at the students’ level inspired students (Wis, 2007, p. 68) who “followed 
and reacted” to Trevor better than other conductors (Interview 3). Given the school’s 
climate of self-reliance and isolation (RQ1- Excerpt 1), it was seemingly against the 
implicit norm that Trevor used animated communication to make the podium a place of 
"vulnerability" (Natale-Abramo, 2009; Hendricks, 2018), rather than one of "great power 
and influence." Trevor never indicated if his adolescent students had guessed his 
orientation, despite his silence. However, the student responses to his work in making 
himself obsolete on the podium (see Table 9), restorative education (RQ3 – Excerpt 1), 
and interdependence of the performers (RQ3 – Excerpt 1; Hendricks, 2018, p. 35) 
indicated the students might not care if he was out. He worked in an institution that both 
promoted compulsory heterosexuality (Gould, 2011, Natale-Abramo, 2009) and actively 
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enabled privileged classes to continue using education systems to further the dominant 
culture (Bourdieu and Passeron, 1970/1990) while maintaining power for White middle-
class men (Gould, 2012); however, Trevor did not support that status quo. He secularized 
the music curriculum by drawing attention to the nuance and artistry of music in a 
context of social life-lessons (RQ3 – Excerpt 1). Trevor's self-awareness may have come 
from multiple social interactions, including with the school administrators; however, he 
ensured there were no barriers while working with the students and was sincerely 
working to cultivate a healthy, socially-focused sense of awareness for his students. 
Jeffrey 
 Jeffrey challenged the status quo of the metropolitan region defiantly by being an 
openly gay leader of an inclusive wind band that publicly embraced the LGBTQIA+ 
musicians at Pride events and professional sports events, in addition to typical concert 
settings. Jeffrey identified the multiple reasons people joined the band that included 
"…just wanna play…," "…here to talk…," "…get better at their instrument…," "…here 
for the gay aspect…," "…here for the musical aspect…" (Interview 2). Understanding 
these underlying reasons for participation helped Jeffrey leverage different goals, such as 
vulnerability, positive expectation, willingness to take risks and interdependence 
(Hendricks, 2018, p. 35) for each performer. Additionally, the multiple reasons for 
participation challenged Jeffrey in communicating "the nature of music" (Slatkin, 2012), 
especially to people who participated for social reasons, and, to that end, he shared the 
podium with other conductors, some of whom had conducting training and experience 
while others were novices who wanted to conduct (Interview 2). By sharing participant 
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aspirations, Jeffrey came to know the musicians. His political action goal for the 
LGBTQIA+ community through music took on a deeper local and more personalized 
meaning. Jeffery was making the band into something more than a musical organization, 
and he was inspirational (Wis, 2007) on the podium. The challenge and the frustration 
Jeffrey felt came from the podium being a place "great power and influence, and at the 
same time, a place of exposure and vulnerability" (Natale-Abramo, 2009) was balancing 
the competing needs of the performers and his desire to make a more significant impact 
on the metropolitan area. He met that in part by hosting the LGBA Band conference 
(Interview 2), which drew attention to the region. He had tentative plans to perform at the 
regional NAfME state band conferences. In both examples, Jeffrey sought to subvert the 
dominant culture (Bourdieu and Passeron, 1970/1990) and the education system. By 
actively including all sexual orientation and gender identities, he subverted masculinity 
and heterosexuality (Gould, 2011). Through literature selection, Jeffrey sought to have 
representation well beyond White middle-class men (Gould, 2012). 
Summary  
 Each conductor, in their own way, worked to change band tradition by moving 
away from a singular focus upon an ideal aesthetic product and toward a sustainable 
process for healthy musical expression for each ensemble and performer. Each conductor 
distinctly and socially created their identity through the processes of inspiring performers 
(Wis, 2007, p. 68) and communicating “the nature of music” (Slatkin, 2012, p. 232) to 
pre-teens, teenagers, or adults from ages 18–75. However, the conductors in this study 
faced institutional and community challenges that complicated this identity construction.  
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As a result the conductors broadcast messages about themselves that were not always 
accurate. The concern arising from purposefully established incongruities others could 
see was the potential perception of destructive dishonesty from a place “great power and 
influence” (Natale-Abramo, 2009, p. 218) that worked against the goal of sharing “the 
nature of music” (Slatkin, 2012, p. 32). Despite Michelle’s directly encounter with 
homophobia in the music classroom, each conductor worked in their distinct way to find 
vulnerability and expressiveness, and to foster vulnerability, positive expectation, risk 
taking, and interdependence (Hendricks, 2018, p. 35) to varying degrees in each 
ensemble. The unique path of social interactions and musical interactions of these 
lesbian, bisexual and gay conductors, while creating identities, also subtly shifted 
privilege from the dominant culture (Bourdieu and Passeron, 1970/1990), masculinity 
and heterosexuality (Gould, 2011), and White middle-class men (Gould, 2012) through 
seemingly innocuous means like co-equal concern for personal and musical development, 
soliciting student opinion and involvement, sharing the value of group success, and 
literature selection. While these purposeful practices came from understanding their own 
histories and identities, the practices also molded the conductor, and instrumentalist 




CHAPTER VI – Fundamental Concepts of Identity, Future Research, Implications, 
and Personal Observations 
 
Identity & Musical Identity 
 In this final chapter, I examine the conductor identity of the participants through 
the lens of fundamental concepts presented in Chapter II. From this, and the previous 
examinations, I will clarify what still remains unknown to me. Additionally, I will 
describe what I have learned aside from the formal topics previously studied as well as 
how I have changed professionally and personally.  
 The fundamental concerns of identity described in Chapter II included whether 
identity was discovered, personally constructed, or socially constructed, if it was a 
personal, relational, or collective phenomenon, and was it relatively stable, fluidic, or 
constantly changing (Vignoles, Schwartz, Luyckx, 2011, p. 8). After examination of the 
details of each conductor’s shared stories I learned how, both, the socialization of each 
conductor and the act of sharing music was where the creation and recreation of the 
conductor identity happened. As the conductors came to know the performers' 
understandings and capabilities and subsequently put those understandings together, they 
created a mosaic of sonic ideas that resembled the original idea. For example, Brittney's 
Salvation is Created, Michelle's expressivity, Trevor's dramas, and Jeffrey's search for 
new sounds all meant something and contributed to identity construction only when the 
instrumentalists tried to understand and produce the conductor's sonic vision. Through 
consideration of the difference between the original idea and the mosaic, the conductor 
came to know themselves better through questions like, "What did I share?", "What did I 
demonstrate?", and "What can I change?". Answers to these questions about the self, 
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others, and music raised self-awareness about challenges in communication, applied 
musicianship, and interpretation with a result of refined understanding of the self and 
changed behavior to accomplish musical goals. The repetition of this process by the 
conductors resulted in a relational, socially constructed, slowly-but-constantly changing 
identity that was recognizable over time to the self and others. In the next few 
paragraphs, I will highlight a single concern of identity I felt was best represented by 
each person.   
Brittney: Socially Constructed  
 Brittney’s high school teaching world was envisioned such that music could be an 
escape for her students, as it was for her during adolescence (Interview 2). This original 
vision was influenced by a large, well-funded high school music department with middle-
class students who had time to devote to the pursuit of music. However, the idea of 
“escape” through musical expression was challenged by the reality of an instrumental 
music program she inherited in which students were taught by rote (Interview 2) and 
relied on other people for learning, instead of fostering curiosity and self-motivated 
learning. After two years of working toward music literacy, Brittany’s band was capable 
of performing a simplified flex-band transcription of Salvation is Created that became the 
students’ favorite piece (Interview 2). The band, at a basic level, moved toward becoming 
unencumbered by literacy and began functioning as an ensemble, similar to what Brittney 
experienced. The literary competency connected students to each other and was 
demonstrable experience of the power of literacy and independent understanding.  
 This socially constructed identity was constructed in a crucible of many 
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challenges beginning with students who needed a strong person (RQ1 – Excerpt 1; RQ2 – 
Excerpt 2) and who knew the students’ difficulties (RQ1 – Excerpt 2). The students in her 
life pushed and changed Brittney while she was seeking to be more of “herself” 
(Interview 1; Interview 3). By her fourth year of teaching, she redefined herself in 
response to her students’ needs. She reassessed her adolescence in the context of her 
students’ challenges and came to see herself as privileged, and she grew more 
compassionate (RQ1 – Excerpt 2). Brittney emphatically accepted a new sense of identity 
as a “strong, independent woman” conferred on her by a student (RQ2 – Excerpt 2) and 
in the final interview Brittney declared in first person how the school’s morality clause 
did not “inhibit who I am.” 
Michelle: Agentic constructor 
 Michelle’s high school teaching world was shaped by a clear desire for a student 
outcome of socioemotional health (Interview 3) through musical expressiveness 
(Interview 1) while looking out for students who were different from the mostly 
homogeneous middle-class, White, and Latter-day Saint or Catholic (RQ1 - Excerpt 2) 
student population. After she realized both how important and how varied expression of 
socioemotional health could be in her first teaching job (RQ2 – Excerpt 1), Michelle 
worked hard to integrate that opportunity for each student into her current position 
(Interview 3). From her practice and study, she developed a teaching philosophy and 
practical ways to help students negotiate social pressures through musical expression 
(Interview 1; Interview 2; Interview 3) by gently pushing students out of their comfort 
zones (RQ3 – Excerpt 1). She fostered this expressivity in an environment of compulsory 
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heterosexuality enforced by the students and students’ parents (Interview 2) while never 
forgetting her adolescent experiences of bullying and feeling different in a conservative 
rural location (RQ1 – Excerpt 2). She also fostered expressivity while recalling personal 
developmental challenges regarding mental and emotional health during her 
undergraduate program (Interview 2). In spite of these challenges she had a distinct, 
clearly articulated first-person sense of “who I am” (RQ1 – Excerpt 1) as an agentic 
decision maker and teacher who put the emotional needs of students first (RQ2 – Excerpt 
1). 
Trevor: Constantly Changing   
 Trevor’s middle school teaching world was shaped by self-awareness and he 
worked with his beginner band students to develop a sense of personal and ensemble 
awareness (RQ3 – Excerpt 1). However, he was extremely conscientious about how he 
interacted with the students as both the only male faculty member and gay, but closeted, 
teacher (Interview 3). He passed along the sense of self-awareness in the music 
environment by having students consider how individuals or sections affected the 
ensemble (RQ3 – Excerpt 1). This sense of self-awareness and socially conscious 
treatment of students (RQ3 – Excerpt 1) was instilled in him by parents who were both 
educators (Interview 1) as well as reflection on his student experiences, including the 
negative teaching example he directly witnessed (RQ2 – Excerpt 1) during student 
teaching and finally by his study of teaching philosophy. Throughout the interviews, 
Trevor was not afraid to admit what he did now know; for example, he admitted applied 
music deficiencies during his undergraduate education (Interview 1) as well as not 
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understanding the canonical music cycle of the church (Interview 2). While Trevor 
admitted what he did not know, he also actively worked to address any perceived 
deficiency and this overt cycle of self-improvement was something he shared with 
students alone and in the ensemble setting (RQ3 – Excerpt 1). This repeated cycle of 
identifying what was considered a personal deficiency and taking action to fill the gap in 
understanding or competency was frequently addressed during the interviews with 
respect to the music profession and it became clear this problem-solving attitude and 
behavior was a hallmark of Trevor. 
Jeffrey: Recognizable over time 
 Jeffrey had a clear sense of who he was that was evident through use of first-
person pronouns that referred to himself and the LGBA band (RQ3 – Excerpt 1). 
Additionally, he used second person to clearly identify what he was not (RQ1 – Excerpt 
1). Jeffrey’s identity was recognizable, over time, based on feedback from Brittney and 
direct observation in addition to seeing the product of his work. This activist was evident 
to both Brittney and me. Jeffrey discussed how in six seasons as the artistic director for 
the LGBA band he repeatedly supported LGBTQIA+ visibility and the performance of 
new music, especially new music by “marginalized voices” (RQ1 – Excerpt 1).  
 Further, Jeffrey’s support for the individual LGBTQIA+ musicians, many of 
whom had been bullied for being “LGBT” or a “band geek” (Interview 3) was a concern 
and a way to address this concern was to make rehearsals as welcoming as possible for 
everyone (RQ2 – Excerpt 1). While the LGBA band musicians participated for many 
varied reasons, Jeffrey sought to push collective musical and social boundaries of all the 
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performers through commissions and premiers of new works in addition to making 
visible the spectrum of personal and musical diversity through performance in atypical 
venues, such as professional sports arenas and museums (Interview 2). Brittney attested 
to Jeffrey’s advocacy for LGBTQIA+ visibility and inclusion, and I saw and felt that 
sense of support and development as well. Finally, Jeffrey’s advocacy for the 
performance of music of new composers, women composers, composers of color, and 
LGBTQIA+ composers, and new musical styles was regionally recognized by “other 
groups” (Interview 2) and imitated. These three different perspectives of Brittney and her 
multi-year familiarity with Jeffrey, my less than two-year observations, and other music 
ensembles help to verify Jeffrey’s activist identity on the podium was recognizable over 
several years.   
Musical Identity 
As a brief final thought, I wanted to look at Kemp’s (1996) sets of comparative 
personality characteristics for conductors. The traits, or “smallest units that are consistent 
and reliable” (Kemp, 1996, p. 3) align somewhat with Harré & Langenhove’s claim of a 
performed long-term identity (1999, p. 7) that occurred via speaker’s use of I, other 
pronouns, indexical markers, as well as “declarations and narrations” (p. 8). According to 
Kemp (1996), these traits included being “more extraverted, adventurous, and adjusted” 
(Kemp, 1996, p. 180) than non-conducting musicians.  
In each participant’s initial interview, I asked them to share their coming out story 
and how that moment of awareness transformed their life. Similarly, each conductor 
shared coming out stories in which they each realized they were conductors. These points 
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came at different times in their professional careers. For Brittney, that moment may have 
come as she accepted a new personal strength as a strong independent woman who knew 
the depths of her students’ difficulties. For Michelle, that moment may have come in the 
midst of concern about others’ negativity, yet she made decisions with students in mind 
stepped away from the podium to let the students freely express themselves. For Trevor, 
that conductor identity may have come relatively recently when he began re-thinking 
himself and his band and the effect individuals have on each other. For Jeffrey, that point 
may have come years ago as he helped the LGBA band re-think itself; however, it may 
have been more recently as departure from the position was a possibility and he reflected 
the challenges for some of the members of the band and the purpose of the band. 
Given both the brief synopses of the conductors and an absence of non-
conducting musicians for comparison, I can only point to the obvious socially dependent 
nature of these conductors in musical contexts who have been changed by those contexts. 
These conductors have been conditioned to being socially adept and to think about 
organizational and program goals, that would suggest evidence of calculated risk, small 
or great, that could be construed as adventurousness. However, the final point of being 
adjusted (Kemp, 1996) seemed to be an implicit function of the position. Summing up 
what has been previously described, the conductor’s routine reality of defining a musical 
vision that gets re-made in an acoustic mosaic by multiple people after weeks and months 
of rehearsal is a process that teaches tempering. Together, all these things suggest, to me, 
that Kemp’s traits may be axiomatic and functionally derived. These verbal and 
behavioral conditioned responses, while nice to attribute to the conductors comparatively, 
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may be par for the course.   
Other research questions 
 In this study, I learned that lesbian, bisexual, and gay conductors had restricted 
and limited social interaction and subsequently less opportunity for development in 
situations where revelation of sexual orientation would result in job loss. Additionally, I 
learned how in less overtly hostile situations, there was not full honesty about the self, 
because of perceived potential damage or destruction to relationships which would inhibit 
personal and professional growth. Finally, I saw empathy for others who were not able to 
be out and how that inhibited full pride in their personal activities, including their music 
ensemble. Collectively, I saw how this inability to be fully engaged resulted in reduced 
loyalty to the organization. However, what I don’t know is at what point the conductor’s 
attitude changes from conscious awareness of the stigmatization to resentment. This is 
important to know because a counterproductive situation is damaging to all parties and 
needs resolution quickly. More research is needed to see what actions effectively mitigate 
or reduce LGBTQIA+ stigma in music classrooms. 
  I also learned how these conductors rebalanced the “great power and influence” 
(Natale-Abramo, 2009, p. 218) of the podium to find vulnerability and expressiveness to 
subsequently foster vulnerability, positive expectation, risk taking, and interdependence 
(Hendricks, 2018, p. 35) by focusing on the welfare of the musicians. Brittney summed 
up this sentiment when describing how her work changed from “band, band, band” to 
“let’s form adults” (RQ1 – Excerpt 2). However, what I do not know is how does co-
equal concern for musical and personal development redefine both what it means to 
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inspire (Wis, 2007) students and what “the nature of music” (Slatkin, 2012, p. 32) might 
be. What is also unknown is how ensembles, in which the conductor applies a co-equal 
approach to musical and personal development, fare in assessments for individual and 
ensemble musical achievement. Also, in that type of stetting would the influence students 
felt from their band directors be different than what L’Roy (1983) found and, if so, how. 
Answers to these questions are important because they help create a composite picture of 
student-driven, processual learning, rather than a system that assigns a numerical score on 
the performance of piece of music. This knowledge would also affect wind band culture 
and pedagogy. So, additional research is needed to identify student understandings and 
motivations of music and how those concerns could drive musical direction.  
 Given co-equal concern for musical and personal development, I would still like 
to know how Maiello (1996), who briefly touched on nurturing, would guide conducting 
student differently to find musical “excellence” (p. 10). I would know what experts like 
Battisti (2007), Hunsberger & Ernst (1992), Philips (1997), or Green (1992), in addition 
to Maiello (1996), would include in a chapter for socially responsible organizational 
development of bands their texts. In addition to the previously mentioned student 
understanding, this knowledge would comparatively reveal if the goals of bands of 
students and the professionals vary such that each group could learn from the other. 
Additionally, this knowledge would affect windband culture and pedagogy. So, 
additional research is needed to see what socially responsible organizational development 





 Given the effects of restricted and limited social interaction on Brittney, Trevor, 
and Michelle directly and on Jeffrey indirectly, from stigma from heterosexist doctrine 
and policy, religious intolerance, or homophobia, management should be made aware of 
the challenges faced by LGBTQIA+ employees as well as the impact upon the 
employees, students or performers, and the organizational. The impacts of restricted and 
limited social interaction in the music setting may be mitigated, in part, by a discussion 
topic from both Michelle and Jeffrey about NAfME and actions, potentially performed by 
that group and its state affiliations. Nationally, there is no formal association between 
NAfME and any LGBA band; however, coordination for performances and 
representation by LGBA bands, as well as focus groups and presentations by LGBTQIA+ 
music educators, at regional NAfME conferences (Jeffrey, Interview 2) could begin a 
dialogue for students, teachers, and administrators about diversity, inclusion, and 
acceptance along this axis of thought. However, these ideas would not necessarily reduce 
the risk faced by some conductors and students, unfortunately.   
 Additionally, the individual social challenges of potential harm, embarrassment, 
or emotional dysfunction that affected conductor identity were not immediately solved, 
but rather lingered for years as stress. From personal experience, the stress of being in a 
system in which one group of people to controls and limits another group of people, due 
to perceived difference, is very detrimental to physical, emotional, and mental health. 
Additionally, Brittney and Michelle discussed experiences with mental health concerns 
and the stress created by compulsory heterosexuality and stigma against LGBTQIA+ 
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identity that was harmful to personal and professional well-being and development. So, 
an implication is that the availability of resources for physical, mental, and emotional 
health should be present for LGBTQIA+ teachers and students, especially those who are 
in positions where their identity is not protected through statute. On the other hand, 
dismantling compulsory heterosexuality and stigma through visibility, as Jeffrey, made 
clear is “…something that needs to be championed.” Dismantling, through overwhelming 
visibility, could come through proliferation of sexual orientation and gender categories  
for example, f-to-m and m-to-f transgendered people, lipstick lesbians, butches, 
baby butches, stone butches, femmes, botchy femmes, bulldaggers, leather dykes, 
softball dykes, rugby dykes, dykes on bikes, klesbians, hasbians, dominatrices, 
fag hags, drag queens, opera queens, size queens, rice queens, bears, bottoms, 
tops, masters, slaves, leather men, vanilla boys, clones, daddies, friends of 
Dorothy, and so on and so forth ad (perhaps) infinitum (Bem, 1995, p. 334). 
  
Personal Summary 
 What I learned professionally. After examining these four lives, I realized that a 
"Don't Ask, Don't Tell" situation still exists in music education. Brittney internalized it. 
Michelle resisted cautiously. Trevor acted out against it. Jeffrey directly fought the 
"Don’t Ask, Don’t Tell" silence of the metropolitan community, including silence in the 
LGBTQIA+ community. I learned how the DADT situation, that I lived for two decades 
and which is still present in music education, works in opposition to “education.” It is a 
silence that people put on themselves for economic and social security that works against 
the emotional and mental health of students and teachers and which distracts from 
sharing of musical understanding. 
 Further, when describing this study to professional musicians, I heard responses 
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like, "This is 2020. This stuff cannot be happening still." I learned there is an incredible 
amount of ignorance about the marginalization of the LGBTQIA+ community in and 
education and the arts. This failure by some professional musicians to recognize the 
challenges for LGBTQIA+ individuals in the places where professional musicians are 
created was disheartening.  
 Additionally, I began to re-imagine the departmental management work I do, 
especially curriculum revision. I highlighted Trevor’s discussion of restorative education 
as one of several practical post-dissertation topics I need to study for re-thinking my 
management and teacher development. Practically transforming the cliché “cooperate to 
graduate” into effective collective awareness and student interdependence, or community 
(Hendricks, 2018, 123–142), through planned activities can help me set the example for 
both my department and my students that I want to set.   
 What I learned From These Conductors. The loving emphasis these conductors 
demonstrated for their people caused me to think about how and why band music, as an 
expressive artform, is shared and re-created. Before this study, I was in a mindset that 
reduced band music to a static product for ceremonies and concerts and this product was 
occasionally measured by superior officers using an ambiguous soulless set of metrics 
that was supposed to inspire me to inspire patriotism as an alleged strategic goal. 
However, I came to see through these conductors the furthering of music as art, along the 
axis of each organization finding its unique voice by taking care of and investing in the 
people who made the music. While I have done this in the Army, there was a pretense 
other than personal development of musical expressivity. The love that these conductors 
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shared with their ensembles the desire to grow musical understanding in ways other than 
the typical goals of greater virtuosity, new techniques, or new sounds. It was truly 
incredible to understand their approaches at a very detailed level. Gaining the 
understanding of how interactions, both musical and social, changed these conductors to 
become more loving, compassionate, and musical is a debt I cannot repay other than to 
share their stories and pass them on in my own teaching. 
 How I Have Changed. I am angry. Through this process, I came to learn more 
about multiple marginalized communities and the ways in which diversity was 
systematically eroded and why that has happened. While coming to know other 
LGBTQIA+ conductors helped me to answer questions like, "Am I alone?" and "Do I 
imagine this subtle discrimination?", I learned through the writing process that my 
current job is holding me back from “being all I can be.” These conductors collectively 
helped me synthesize my own strength and determination to face social stigma directly, 
and I am resolved to be very open in the military classroom for those young LGBTQIA+ 
officer candidates I have in every class.  
 I am also angry about how many years I have wasted in anger and confusion 
about my own self-worth and identity. Family, religions, policies, and enforcers of those 
policies that broadcast messages of compulsory heterosexuality, homophobia, and 
stereotypes that I believed, internalized, and used against myself are finally being 
deconstructed as I put myself together again. Putting myself together means addressing 
everything including youthful gender dysphoria, years of daily suicidal thoughts, family 
addictive behaviors and mental disease in addition to many good things which are 
 
 153
present, and which I often fail to recognize. I want the pain from these things to end in 
the right way and I do not want LGBTQIA+ youth, especially, to know such debilitating 
stigma. 
 Additionally, thinking about my post-Army career, I am very committed to 
finding ways to apply the knowledge I gained through both through this process and as a 
teacher for LGBTQIA+ education and to further the work of LGBA bands. My 
educational philosophy begins with “The purpose of education is to make the world a 
better place” but what follows is being re-written to focus on the LGBTQIA+ community 
that I need, in my opinion, to be a more active contributor. The work of LGBA bands is a 
place for further investigation and which needs to be shared more publicly. Also, the 
nurturing and mentoring of LGBTQIA+ youth is an area I want to explore.   
 Further, I have sufficiently answered personal questions about identity. I have 
unlearned what I consider to be the trappings of essentialism, Freud, and Erikson that I 
once accepted as truth. I have come to live more, but not fully, with a perspective of 
social constructionism and I try to combat false psychic structures, even though those 
structures are deeply rooted in the doctrine I have to preach daily in my current work in 
the military. This incongruity, along with other actions by my employer, have also 
pushed me to the position of the willingness to drop my identity of being a soldier, after 
33 years of service. While the Army is a better place to be gay than it was when I 
enlisted, I am not sure it is the place for me as I explore what it means to be queer, as 
opposed to gay, as I explore my own identity. 
 Finally, at the end of this journey, I have come to a place of better self-esteem, 
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healthier body image, and more resilience that contribute to overall better mental, social, 
and emotional health though there is plenty more that I can heal. As I look to my next 
career and writing adventures, with hope and optimism, I am ready to let this particular 






Functions and Factors of Conducting 
 
1. Mechanical Function 
1. Clear indications of rhythm. 
2. Precise cutoff releases. 
3. Calling attention to tempo changes. 
4. Distinctive meter patterns. 
5. Carefully placed metrical conducting patterns. 
6. Visibly distinct cues. 
7. Clearly visible downbeats. 
8. Precise “ictus” points of beat. 
9. Responding to changing legato, staccato, and marcato styles. 
10. Signals for sections to balance each other in loudness. 
11. Precise tempo indications. 
12. Conducting with the intent to share control with the ensemble. 
13. Distinguishing heavy-to-light weighted accents 
 
2. Expressive Function 
14. Gesturing expressive markings in the score. 
15. Shaping the contour of phrases. 
16. Shaping the overall expressive character of the music. 
17. Gestures that carefully match score features. 
18. Highlighting peaks across phrases. 
19. Independent left-hand gestures. 
20. Facial expressions to stimulate emotional responses in musicians. 
21. Rousing gestures to stimulate emotional responses in musicians. 
22. Gestures that convey the emotional intent of music. 
23. Changes of dynamics shown within the right-hand meter pattern. 
24. Facial expressions that reflect the emotion of the music. 
25. Synchronizing ensemble expressions. 
26. Gestures to guide musicians' articulations. 
27. Gestures to shape the resonant quality produced by the ensemble. 
28. Gestures for accurate ensemble timing. 
29. Conducting from a sense of unity with the ensemble rather than dominance. 
30. Enthusiasm of gestures. 
31. Keeping ensemble members synchronized. 
32. Gestures that ask and draw toward rather than require to happen. 
33. Drawing out the flow of tone. 
34. Tracing the direction of tone desired from musicians. 






3. Motivational Function 
36. Maintaining eye contact with ensemble members. 
37. Circulating away from the podium as you conduct. 
38. Signaling reminders for musicians to use correct techniques. 
39. Visually modeling proper skills for musicians to copy as they make music. 
40. Focusing ensemble attention with the eyes. 
41. Pointing out when ensemble members' minds wander. 
42. Shifting your gaze to maintain ensemble members’ alertness. 
43. Expressive motions within the right-hand meter pattern. 
44. Gesturing to secure solid section entrances. 
45. Honing gestures toward the ones that worked best in rehearsal.  
 
4. Physical Technique Function 
46. Depicting physical energy levels required of musicians. 
47. Signaling the muscle strength needed to produce a desired musical sound. 
48. Directing the size of movements required of musicians. 
49. Gestures to evoke a relaxed performance from musicians. 
50. Gesturing new energy levels in musicians. 
51. Mimicking the physical motions musicians need to do as they make music. 
52. Motions outside of typical conducting that match the music. 
53. Keeping gestures clever to keep the ensemble spontaneous. 
54. Changing your physical energy level. 
55. Maintaining a balanced stance that models healthy performance technique. 
56. Attention-getting facial expressions. 
57. Inventive right-hand gestures that stray outside the meter pattern. 
 
5. Psychosocial Function 
58. Choosing gestures based on ensemble member ideas. 
59. Adapting expressions developed by ensemble members into the conducting. 
60. Deriving gestures from a perspective of vulnerability rather than control. 
61. Responding to creative expressions heard within the ensemble. 
62. Miming objects as metaphors to the music.  
63. Sharing what your conducting means with the ensemble. 
64. Having musicians mirror your conducting gestures with their hands. 
65. Exploring to find gestures musicians react to best. 
66. Drawing from musicians' experiences for which gestures to use. 
67. Dramatizing the story in the music. 
68. Helping ensemble members learn to conduct. 
69. Putting ensemble members at the podium to conduct. 




6. Unrestrained Tone Function 
71. Gestures for musicians to release tension in their technique. 
72. Motions to relieve tension in musicians' performance. 
73. Discontinuing gestures, so musicians learn to function on their own. 
74. Providing expressions to reduce musician anxiety.  
75. Shaping the ensemble tone. 
76. Stopping conducting for musicians to develop their own internal tempo. 
77. Minimizing motion so musicians learn to follow each other's influences. 
78. Conducting stances that energize musicians. 
79. Working to keep gestures fresh and unexpected. 
80. Depicting the weight of the ensemble's sound. 
81. Left-hand mirroring of right-hand patterns. 
82. Expressing the mood of the music. 
 
Note. Adapted from “The Identification of Conductor-Distinguished Functions of Conducting, by 
A. Gumm, S. Battersby, K. Simon, and A. Shankles, 2011, Research & Issues in Music 
Education, 9(1), pp. 1–12. , (2011). (http://www.stthomas.edu/rimeonline/vol9/index.htm) 






Boolean search results of JSTOR, EBSCO Host, and ProQuest Dissertations and 
Theses 
 
In January and February 2015 as I was preparing the prospectus, I performed a 
basic Boolean search of the JSTOR and EBSCO Host databases using the terms 
“conductor/conducting” AND “band/wind band/instrumental/instrumental music,” with 
constraints for abstracts from articles in journals/scholarly content in the domains of 
music, education, and performing arts. The fewest relevant returns (8) occurred using 
“conductor AND instrumental,” and the most relevant returns (54) occurred using 
“conductor AND instrumental music.” A search of ProQuest Dissertations & Theses Full 
Text, using just “conductor AND band” and limited to dissertations about music and 
music education, returned 285 results.  
When the search parameters with the greatest results from each database were 
changed to include AND “Gay/Lesbian/Bisexual/Transgender/LGB/ 
GLB/GLBT/LGBT/Queer,” no results were returned in either JSTOR or EBSCO Host. 
Using these same search permutations and parameters in ProQuest Dissertations & 
Theses Full Text returned one dissertation.  
When the final parameter was changed to “identity/identity theory,” no results 
were returned in EBSCO Host, and approximately five results were returned in JSTOR, 
but the focus of the studies was not related to this proposed research. ProQuest returned 
five results, with one being the previously mentioned Furman (2012) dissertation. When 
the middle term was changed to “instrumental,” two more dissertations were returned 
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(Sears, 2010; Natale-Abramo, 2009). 
In April 2020, I again performed a literature search using Google Scholar, the 
Boston University Library system search engine, and the Action, Criticism, and Theory 
for Music Education search engine. Using the following parameters for the multiple 
searches yielded the following numbers of returns. Returns were ordered by relevance 
and date.  
In a personal email to me dated May 6, 2020 the BU Library Web Services 
Manager described the online search engine. He wrote:  
The BU Libraries Search system combines results from the libraries' catalog and 
our institutional repository OpenBU, along with a central database of hundreds of 
millions of scholarly resources (articles, proceedings, dissertations, chapters, and other 
media). There are algorithms to combine these search results based on relevancy ranking. 
The factors influencing ranking can be complex but include: where search terms match in 
records (title, author, subject, abstract, notes fields, etc.); how exactly the terms match; 
proximity of terms; publication date; use of Boolean operators, quotes, and nested 









BU BU BU BU ACT ACT ACT 
Band  x  x     x 
Bisexual         x 
Conductor x x x x x x  x x 
Gay         x 
Identity    x x   x x 
Identity 
Construction 
x x x   x x   




    x     
LGBT    x x     
Transgender         x 
RESULTS= 1670 572 760 119 94 5 241 121 80 
 
In addition to references already used in the literature review about 25 studies 
were examined more closely. These studies, while very interesting, did not address 
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LGBT Instrumental Music Conducting Background Questionnaire 
1. Name: 
2. Age: 
3. Phone number: 





e. Other: please explain______________________  
5. Primary instrument or voice: 
 
6. List all of your degrees including major areas of emphasis including the level of each (e.g. 
Undergraduate Music Education, MM performance conducting concentration, etc.): 
 
7. Gender Identity: (please circle one) 
a. Female (biological or chosen) 
b. Male (biological or chosen) 
c. Other: please explain______________________  
d. Prefer not to answer 
 





e. Other: please explain______________________  
f. Prefer not to answer 
9. Number of years as instrumental music conductor:   
10. Grade levels taught as instrumental music conductor:  
11. Public school years taught, if any (     )/ Private school years taught, if any (     )  
12. Describe your experience with conducting. Please list any coursework that focused on or 
included conducting, any performance experience you may have including formal and 
informal ensembles, any lessons, workshops, or symposia you may have participated in, 




LGBT Instrumental Music Conducting Background Questionnaire 
13. Rate the level you agree with the following statement, “I am proficient as a conductor.” 
(please circle one): 
disagree [1 2 3 4 5 6 7]  agree 
14. Please explain your rating in question 13.  Describe why you hold this self-belief.  What 
do you base this rating upon, what comparisons are you making, what measures are you 
using, etc.? 
 
15. Rate the level you agree with the following statement, “I am a committed conductor.” 
(please circle one):                    
tentatively committed [1 2 3 4 5 6 7]  fully committed 
 
16. Please explain your rating in question 15.  Describe why you hold this self-belief.  What 
do you base this rating upon, what comparisons are you making, what measures are you 
using, etc.? 
 
17. Rate the frequency of specific events, ideas, or people that/who have shaped your work 
on the podium with respect to being LGBT. For example, I have been advised to “not to 
stand that way” or to “be proud of who I am on the podium”: 
(please circle one):    
no specific events [1 2 3 4 5 6 7]   many specific events  
18. Please explain your rating in question 17.  What specific events, ideas, or people have 
shaped your work on the podium?  If there were none, is there anything about conducting 
that you would like to share? 
19. Rate the level of tension you experience between your personal identity (sexual 
orientation identity) and professional responsibilities (teaching, instrumental proficiency, 
conducting proficiency, etc…) 
(please circle one):    
no tension [1 2 3 4 5 6 7] significant tension 
20. Please explain your rating in question 19.  Describe why you feel this way.  What are 
potential sources of tension, if any, currently or perhaps in the past?   
21. Rate the level with which you agree with the following statement: “I feel that 
thinking/worrying about my sexual orientation has  distracted me from focusing upon 
professional responsibilities and growth.”  
(please circle one):    
no distraction [1 2 3 4 5 6 7] significant distraction 
22. Please explain your rating in question 21.  Describe distractions and whether you have 





LGBT Instrumental Music Conducting Background Questionnaire 





Hi!  My name is Russ Houser and I am doctoral student in Music Education with Boston 
University’s on-line DMA program.  Currently, I am seeking participants for my 
dissertation called “Identity Construction of high school LGBT Music Educator 
Conductors in the Pacific Northwest.”   
 
I am seeking self-identified LGBT instrumental music educator conductors to participate.  
This study will explore how instrumental music educators create their identity as LGBT 
conductors.  I want to know how LGBT identity has been part of your conductor training 
and how your identity is part of their current conducting profession. 
  
Participants will be interviewed at a location they feel comfortable.  There will be three 
(3) interviews lasting about 60 minutes each.  These three interviews will be conducted 
over a period of about 5 weeks, or approximately every other week.  Participants will also 
be asked to keep a journal for about 15-30 minutes per week as a means to aid 
understanding of their identity construction process.  If it is possible to observe you in 
rehearsal, that would be informative but not required.   
  
You qualify to participate if you are a High School Instrumental (Band) Music Education 
Teachers who self-report as Lesbian, Bisexual, Gay, or Transgender, who have routinely 
directed bands, and who have been teaching in the Pacific Northwest (the state of 
Washington, Oregon, and/or Idaho) for a minimum of 5 years. 
  
This research study is being conducted as dissertation research to meet the requirements 
of a Boston University Online DMA in Music Education.  The study meets the 
requirements of the Institutional Review Board at Boston University.  There are no 
financial or real benefits to participation in this study.  Confidentiality is assured.    
 
There is only room for a maximum of 5 participants. Sign up soon by contacting Russell 


























































































































































































































































































































































































I will be conducting three guided interviews, and am using the interview framework as 
outlined in Interviewing as Qualitative Research (Seidman, 2006) for this portion of the 
data collection.  The purpose of each interview and a list of generative questions follow: 
 
Interview 1: Focused Life History  
Purpose: “…tell as much as possible about him or herself in light of the topic up to the 
present time.” (p. 17) 
 
Questions: 
Please reconstruct your early experiences with music.   
What kind of music did your family listen to?  
What kind of music appealed to you?  
How did you get interested learning music? 
How did you get interested in leading music? 
Please reconstruct how you came to know yourself as LGBT. 
Describe your experiences and how you felt during the coming out process?  
Was there a discrepancy between how you felt or experienced yourself as 




Interview 2: Details of Experience 
Purpose: “…concentrate on the concrete details of the participants’ present lived 
experience in the topic area…” (p. 18) 
 
Questions: 
Please reconstruct what you actually do in your work. 
 What are your daily duties as a conductor? 
 How do you interact with students as conductor? 
How is your approach different, if at all, than a classroom teacher or individual 
instrumental studio teacher? 
How do you prepare for your duties as conductor? 
How does your LGBT identity affect your duties as conductor? 
How does your LGBT identity influence your relationships with students, faculty, 
administrators, parents? 
Please reconstruct a typical day of teaching. 
 
 
Interview 3: Reflection on the Meaning 
Purpose: “…addresses the intellectual and emotional connections between the 
participants’ work and life.” (P. 18) 
 
Questions: 







Do your dual identities as a conductor and as a LGBT person conflict, reinforce, or 
otherwise influence the other?  
 
  
In addition to the data generated from the questions above, I will also consult journal 
entries (see separate Journal Protocol) and ask participants to conduct member checks of 
the transcripts or research report to follow up on these questions, as needed.   
  
 
Each interview will be approximately sixty (60) minutes in duration.   
 





Participants will be asked to write journal entries three times: The first entry would be in 
the week after the first interview.  The second entry would be in the following week 
before the second interview.  The third entry would be in the next week after the second 
interview.   
 
The journal will be created in an electronic format.  Materials and questions will be sent 
to each participant, and returned to the researcher via email.  I will send an original MS 
word document to eliminate traceable metadata, and will create a dedicated email account 
to to receive participant transmissions of the journal entry to eliminate traceability. 
 
Participants will be asked to read small excerpts about bands and conducting.  These 
excerpts are designed to foster thinking about how they as LGBT persons are in a 





Attached is a pdf excerpt from the study The Identification of Conductor-Distinguished 
Functions of Conducting by Gumm, A., Battersby, S., Simon, K., & Shankles, A, 2011 
that looks at the work of conductors as described by conductors.  The pdf shows a chart 
divided into three domains: (a) Domain 1 – Mechanical and Expressive Functions, (b) 
Domain 2 – Motivational and Physical Technique Functions, and (c) Psychosocial and 
Unrestrained Tone Functions. Psychosocial function is the “collaboration between the 
conductor and ensemble musicians” (p. 2).  
 
Please look carefully at the domain of psychosocial function.  Multiple means of 
influence as a conductor are articulated here.  Which of these functions, if any, resonate 




Attached is a pdf excerpt from Re-Membering Bands in North America: Gendered 
Paradoxes and Potentialities by Elizabeth Gould (2012).  While mainly focused on 
gender, Gould is able to articulate some of the history of sexuality in the context of 
bands. 
 
Please read the pdf (you may have to adjust your browser window because the purchased 
copy format was a bit unwieldy).  Describe how, or if, you have thought about what it 
might have meant to be a LGBT member of a band like Gould describes – “exclusionary” 
and “characterized by heterosexuality”. Also, please describe how being in a position of 
leadership (being a conductor) as a self-identified LGBT person feels, and what that 





Entry #3   
The following is an excerpt from the Rainbow City Performing Arts webpage about the 
Seattle-based Rainbow City Band and their other related music groups. 
 
Vision 
Rainbow City Performing Arts envisions a world that promotes healthy attitudes about 
being lesbian, gay, bisexual, transgender, and allied. 
 
Mission 
Rainbow City Performing Arts provides opportunities for people who are lesbian, gay, 
bisexual, transgender, and allied to share their musical talents through public 
performances. We foster music education, friendships and community giving.   
 
Feel free to look at the website, rainbowcityband.com. 
 
Looking at the Vision and Mission statements as a point of comparison, how would you 
modify them, if at all, to describe your personal and professional goals as an LGBT 
conductor?  Describe the choices you have made as you have set your goals?  What are 
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On May 25, 2020, at 2:23 PM, Russell Houser <rhouser71@icloud.com> wrote:
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